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Almost all extant Chinese film before 1932 were equipped with both English 
and Chinese intertitles. Who were the writers of intertitles? What traits characterized 
them? How did intertitles relate to images? Did they simply repeat information 
provided in images or did they underscore certain messages? Alternatively, did 
intertitles add new meanings to moving images? Did English intertitles help foreign 
spectators gain a better understanding of the stories?  
To answer these questions, this study investigates the bilingual intertitles in 
Chinese films from 1922 to 1931 by emphasizing how intertitles and their 
interactions with images direct spectators’ engagement with and perception of the 
on-screen world.  
As the most obvious literary element in the cinematic productions, intertitles 
link both foreign and indigenous literature to Chinese silent cinema. By acting as a 
channel, intertitles allow literary features to travel into and operate within Chinese 
films and thus to affect these films’ look and feel. In Chinese films, English 
intertitles were juxtaposed with Chinese intertitles on a single title card. Intertitle 
translators selected and translated the information they believed most informatively 
and contextually relevant to help foreign spectators understand Chinese films as the 
filmmakers wanted. Seeing in this light, I argue that intertitles and their interactions 
with images orient spectators’ perception of the fictional world in terms of narrative, 







LIST OF TABLE………………………………..…………………………..….....….ii 




1. REVIEW OF THE LITERATURE AND METHODOLOGY…….............32 
Review of the Literature 
Methodology  
2. INTERTITLES IN CHINESE FILMS……………………………..….…...56 
The Characteristics of Chinese Intertitles 
The Interactions between Intertitles and Images 
Conclusion 
3. THE STORMY NIGHT: MANDARIN DUCKS AND BUTTERFLIES IN 
MOTION………………………………….……………………………..99 
Butterfly Writers and Chinese Silent Cinema  
The Stormy Night: Intersection of Literature and Film 
Conclusion 
4. BILINGUAL INTERTITLES: THE FOREIGN VOICE IN CHINESE 
FILMS…………………………………………..…..……………….....131 
Contextualizing Bilingual Intertitles 
Constructing a Shared Sphere: How to Render Culture-Bound Terms 











LIST OF TABLE 




























LIST OF FIGURES 
 
0.1  The Chinese intertitles were vertically written from right to left, 
accompanied by an illustration (from Lustrous Pearl, 1927). 
7 
0.2 The Chinese intertitles were horizontally written from left to 
right and superimposed on a patterned background (from Two 
Stars of the Milky Way, 1931). 
7 
0.3 An intertitle with ornate borders from The Great Knight-Errant 
Gan (1928) 
7 
0.4 Laborer’s Love (1922): an intertitle used to introduce characters 
was written in bold and capital letters.  
9 
0.5 Laborer’s Love: an English dialogue intertitle was written in 
bold capital letters to accentuate the character’s anxiety.  
9 
0.6 The intertitle used to identify and characterize Pei Su Ying 
(White Rose) in The Valiant Girl White Rose (1929)  
10 
0.7-0.8 Love and Duty (1931): Nei Fan and her husband are associated 
with the confined interior space; while Tsu Yi and Nei Fan are 
associated with the delightful exterior space.  
11 
0.9-0.10 The unusual long bilingual dialogue intertitle in Two Stars 13 
2.1 Red Heroine (1929): Yun Ko and her grandmother 67 
2.2 The film company’s names written in Chinese and English 
combine with decorated borders to highlight ownership (from 
The Pearl Necklace, 1925).  
75 
2.3  The written words are framed by pearl-like dots, which 
resemble strings of pearls (from The Pearl Necklace).  
75 
2.4 The Willow Pattern Plate (1925): the bilingual slogans appear 
on each intertitle card are accompanied by an image of a pack 
of Ruby Queen cigarette, encouraging spectators to “SMOKE 
RUBY QUEEN.” 
75 
2.5 The written words are superimposed on drawings of trees and 




2.6 Lustrous Pearl: the illustration visualizes the information from 
the written words.  
76 
2.7 The Stormy Night (1925): the narrative words “Visitors of 
honor to the village” are accompanied by two flying birds and 
the moon.  
77 
2.8 Lustrous Pearl: the intertitle used to identify the male 
protagonist’s friends is accompanied by two wolves.   
78 
2.9  Lustrous Pearl: the intertitle used to introduce the protagonist’s 
employer is accompanied by a snake.  
78 
2.10-2.13 The Peach Girl (1931): Lim’s identification 81 
2.14 Laborer’s Love: the girl is sewing her father’s gown in front of 
the public.  
82 
2.15-2.20 Laborer’s Love: the visuals identify Zheng and emphasize his 
dual professions.  
85 
2.21-2.22 The Peach Girl: Lim (left) and the modern girls 88 
2.23-2.24 In this scene from The Peach Girl, English intertitle readers 
may pay more attention to the beautiful scenery and the 
protagonists’ facial expressions.  
89 
2.25 The Peach Girl: the identification and characterization of the 
cattle thief 
91 
3.1 The screening information of The Stormy Night in Guanghua 
Grand Theater was posted on Shenbao. The film was promoted 
as a “social and romantic masterpiece.” 
108 
3.2 The Stormy Night: Jiaona appears and holds the pair together.  114 
3.3 The Stormy Night: the fan-shaped thought ballon externalizes 
Yu’s psychological world. 
120 
3.4 The Stormy Night: the title card contains an image of a peacock 
displaying its tail. 
124 
3.5 The Stormy Night: the narrative words “Does he come to collect 




3.6 The Stormy Night: the intertitle identifies and characterizes Mr. 
Pien is accompanied by an image of a crane.  
127 
3.7 The Stormy Night: Mr. Pien is in a Zhuangzi scarf.   127 
3.8 The Stormy Night: this illustration is used for its purely graphic 
quality. The image of a tree does not contextually or 
informatively relate to the written words, “Old Pien and Miss 
Yu-Ch’ieh are humiliated in collecting rent.” 
127 
3.9-3.10 The Stormy Night: the illustration acts as a tautology of the 
written words and subsequent moving images.   
128 
4.1 Ad for the premiere of Edderkoppene, published on 
Aftenposten, 18 January 1929. 
138 
4.2 The number of foreigners in the International Settlement 142 
4.3 The number of foreigners in the French Concession  142 
4.4-4.6 Poor Daddy (1929): Old Hu’s daily toils 158 
4.7-4.9 Red Heroine: Yun Ko is given a privileged position by 
mise-en-scene. 
160 
4.10 Red Heroine: Yun Ko’s cousin (right), a scholar, is wearing a 
gown; while White Ape, a hermit, is wearing a combat dress. 
165 
4.11  Poor Daddy: a turtle is superimposed on Old Hu’s face.  166 
4.12-4.14 The Pearl Necklace: Sui-ching is getting ready for the party.  169 
4.15  The Pearl Necklace: the illustration shows a young woman 
standing in front of a mirror, wearing exquisite headgear and a 
well-designed dress. 
171 
4.16  Laborer’s Love: people are eating and drinking happily.  172 
4.17-4.19 A Spray of Plum Blossoms (1931): Hu Zhuli receives the letter 




4.20-4.21 A Spray of Plum Blossoms: Bai Lede’s luggage is full of 
pictures of pretty girls. He takes two of them out and gazes at 
them.  
182 
4.22 A Spray of Plum Blossoms: Hu Lunting and Shi Luohua are 
spending time together in a plum garden.  
187 
4.23 A Spray of Plum Blossoms: Shi Luohua’s room is filled with 
plum blossom decorations.  
191 
4.24 A Spray of Plum Blossoms: the plum blossom shaped brooch  191 
4.25 A Spray of Plum Blossoms: the ‘Plum Flowers Entrenchments’ 
is decorated with plum blossom banners.  
191 
4.26 A Spray of Plum Blossoms: on the note they write to the 
government, the bandit group uses a plum blossom as their 
group emblem and signature.  
191 
5.1 New Woman (1935): the Chinese intertitle floats into and is 
superimposed on the scene, reading “Miss Wei, there is a phone 
call for you!”  
200 
5.2-5.4 Queen of Sports (1934): some of the intertitles follow curved 
lines and appear line by line. The Chinese intertitle reads, 
“Right! I should practice more and talk less. Mr. Yun, I will 
















This is the moment I pictured so many times in my mind when I was going 
through a myriad of historical archives; when I was struggling to understand a 
complicated concept or theory; and when I was looking for an appropriate lens to 
interpret my materials.  
Now when I finally see the light of the tunnel, I first want to express my 
heartiest gratitude to my chief supervisor Professor Emilie Yeh Yueh-Yu. Three and 
a half years ago, I came to Hong Kong with my passion for intertitle translation and a 
blurred idea of this project, but with no professional academic training. Professor 
Yeh’s inspiring film classes and the books she nudged me towards helped me draw a 
different and clearer picture of early cinema, and officially led me into the academic 
world of film studies. During the process of writing my thesis, from the first draft to 
the final revision, she helped me, step by step, materialize my initial idea. I have 
been greatly benefited by her critical insights, inspiring suggestions, and more 
importantly, her meticulousness. Without her guidance and encouragement along the 
way, I could not have completed this project.  
My immense gratitude also goes to my co-supervisor Professor Darrell 
William Davis. I was amazed by his profound knowledge of cinema. I thank him for 
his invaluable feedback to the drafts of my thesis, attention to my writing, and the 
patience and support he gave me.  
I am grateful to Professor Jungbong Choi, who used to work at Hong Kong 
Baptist University. He taught me to critically perceive issues and impressed me with 
his wide range of knowledge. He broadened my eyes to historically and contextually 
see the elements that impact Chinese cinema and translation. More importantly, he 
 
viii 
taught me to be a free and independent person. I am indebted to Dr. Chao Shi-yan of 
Hong Kong Baptist University. Since my coursework at Hong Kong Baptist 
University, he continually helped and gave me suggestions for my studies and thesis.  
I want to thank Professor Jonathan Frome of Lingnan University, who always 
shared useful papers and gave wise advice whenever I encountered difficulties. I also 
want to thank Professor Shi Chuan of Shanghai Theatre Academy for screening The 
Stormy Night (1925) at Lingnan University. I am benefited from his profound 
understanding of this movie and Chinese cinema. I am grateful to professors I met at 
Hong Kong Baptist University and Lingnan University, especially Douglas 
Robinson, Dominic Yeo Tien Ee, Cheuk Pak Tong, Sun Yifeng, Sophia Law Suk 
Mun, Isaac Hui Ting-yan, Michelle Huang Ying Ling, and Lo Wai Luk.  
I would also express my gratitude to Professor Lin Wen-chi, Professor Rafael 
De Clercq, and Professor William Liu Guanglin, who were my Board of Examiners. 
Their insightful suggestions inspired me to broaden and deepen the discussion of 
some issues in my thesis and thus strengthen my project.  
It is my good fortune to have Susan Koshy as my friend and fellow graduate. I 
am deeply indebted by her most generous support, involving proof-reading my thesis 
and discussing the difficulties I met with. My appreciation also goes to my other 
fellow graduates: Christopher Atkinson, Jenny Li, Jeff Ragragio, Vincent Huang, 
Sharon Cheng, Micheál Lacey, Ma Minqin, Lisa Chen, Janet Lau and Ezechiel 
Thibaud for their support.  
Finally, I want to thank my husband, who accompanies and helps me in both 
life and research. My warmest gratitude goes to my parents, for their love, 




In 2014, the Norwegian National Library returned The Cave of the Silken Web 
(Pan si dong, 盤絲洞, dir. Dan Duyu, 1927), with bilingual intertitles, to China. 
Meanwhile, a copy of The Stormy Night (Fengyu zhi ye, 風雨之夜, dir. Zhu Shouju, 
1925), with both English and Chinese intertitles, was identified in Japan in 2011. 
Since the repatriation of this classic film to China in 2017, it has been screened in 
Shanghai, Beijing, Hong Kong, Nanjing, and elsewhere. Notably, the use of bilingual 
intertitles in these films was not a singular phenomenon, with almost all extant 
Chinese films from the 1920s to the early 1930s also employing bilingual intertitles. 
These not only highlight the continuing and extensive reach of early Chinese cinema, 
as well as underlying interlingual and cross-cultural practice, but also draw our 
attention to intertitles, an under-studied part of Chinese silent cinema.  
Intertitles are independent captions without corresponding images that appear 
in silent films. They are “written remarks, generally on a card, that are filmed and 
inserted into the continuity of the film strip” (Gaudreault & Barnard, 2013, p. 81). 
David Cook (2016) defined intertitles as “printed titles that appear within the main 
body of a film to convey dialogue and other narrative information” (p. 772).  
The arrival of intertitles changed the practice of watching films. Silent cinema 
became a hybridized form of expression because the use of intertitles requires 
spectators to read written texts and watch images to access all the available 
information. Considering intertitles in the context of Chinese films raises the 
following questions: 
Who were the writers of intertitles? What functions did intertitles have? What 
were the characteristics of intertitles? How did intertitles relate to images? Did 
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intertitles add new meanings to premises associated with the images? Did English 
intertitles in Chinese films help foreign spectators understand the “China” on the 
screen? As Chinese filmmakers like Zheng Zhengqiu1, who was considered as the 
father of Chinese cinema, attached great importance to “educating the masses 
through entertainment” (yujiao yule, 寓教於樂), what role did intertitles play in 
providing spectators with moral guidance?  
In an effort to answer these questions, I investigate the bilingual intertitles 
(Chinese and English in this case) in Chinese films from 1922 to 1931, emphasizing 
how they interact with images to generate meaning, form and clarify the narrative. I 
propose that intertitles and their interactions with both static and moving images, 
orient spectators’ perceptions of the fictional world in terms of narrative, aesthetics, 
ideology, and culture.  
I apply and extend Roland Barthes’ (1964/1977) discussion of text-image 
relations to help my inquiry into the different ways that intertitles and images relate 
to each other. Barthes argued that images were polysemous. Text could “anchor” the 
floating chain of signifieds and also serve as a “relay,” with the latter indicating that 
the unity of the information is realized at a higher level by text and image 
complementing each other (p. 39-41). I deepen and broaden the discussion of Barthes 
by introducing editing and mise-en-scene into the framework. I will discuss how 
                                                             
1 Zheng Zhengqiu (鄭正秋, 1888-1935), born as Zheng Fangze, was the ‘founding father’ of 
Chinese cinema. He wrote theatrical reviews for major newspapers, and also directed and 
acted in a number of ‘new plays’ (wenmingxi, 文明戲). In 1922, he co-founded Mingxing 
Film Company with Zhang Shichuan and Zhou Jianyun. He participated in producing many 
films, the most famous being The Difficult Couple (Nan fu nan qi, 難夫難妻, dir. Zhang 
Shichuan, 1913) and An Orphan Rescues His Grandfather (Gu’er jiu zu ji, 孤兒救祖記, dir. 
Zhang Shichuan, 1923).   
3 
intertitles, as independent shots, interact with both pictorial shots and the elements 
within these shots.  
Along the axis of text-image interactions, my discussion operates from the 
following two aspects. The first aspect pertains to the mediating role of intertitles in 
connecting different media. I deepen the discussion of text-image relations to explore 
how intertitles fuse with images to render or imitate the reading experience of the 
literary works with which spectators are familiar to influence their feelings and 
engagement with Chinese films. As the most obvious literary elements in cinematic 
productions, intertitles can transpose features of Chinese and foreign literature onto 
the Chinese cinematic world. They link two semiotic systems (image and text) and 
high and low arts (literature and mass media).  
The second aspect deals with bilingual intertitles serving as the mediator 
between cultures (Chinese and foreign). Hans J. Vermeer (1989) suggested that the 
purpose of the translational action determined the translation process. Based on his 
discussion, I argue that intertitle translation in Chinese cinema aims to help foreign 
spectators quickly and accurately get the information required to understand films in 
the manner desired by Chinese filmmakers. By providing foreign spectators with 
selected information, English intertitles, together with images, make Chinese silent 
cinema a shared sphere where spectators with diverse backgrounds are invited to 
enjoy stories and extra-filmic experiences that lie outside their conventional 
perceptual patterns.  
My research begins from 1922, the year of release of Laborer’s Love, the 
earliest extant film from China. I extend the time frame of study to 1931, ending this 
research the year English intertitles were officially banned by the Kuomintang 
(hereafter KMT) government. 1931 represents a defining moment for the Chinese 
4 
film industry because the national Film Censorship Committee was established in 
this year, leading to the dissolution of local censorship institutions. As Chinese film 
censorship completed its metamorphosis from local to central, and from unofficial to 
official (C. Wang, 2004, p. 117), the ‘chaotic’ phase of early Chinese cinema ended.  
In the same year, echoing a decree promulgated by the Ministry of Education 
“To strengthen national dignity, identity, and essence, indiscriminate use of foreign 
languages is forbidden” (Jinzhi lanyong yangwen, yizhong guoti, 禁止濫用洋文，以
重國體), the 20th Session of the Film Censorship Committee Conference forbade the 
use of foreign-language intertitles in domestic films screened in China. This ban not 
only reinforced the government’s control over film exports and imports, as well as 
domestic filmmaking, but also marked the endpoint of private intertitle translations. 
Despite some of the films produced after 1931 still having English intertitles, the 
socio-historical, political, and economic context that generated those intertitles 
differed markedly from the period before 1931. 
I entitle my thesis “Shuttling between Image and Text” for two reasons. First, 
in Chinese silent films, images and texts interact and compensate for defects of the 
other to create meanings. Thus, spectators must shift between these two modalities to 
obtain meanings and understand the fictional world. Secondly, this shift involves 
only a very short journey because “people did not come to the cinema to read the 
printed word on screen” (Wert, 1980, p. 98), but read the intertitles as fast as they 
could to understand the plot and waited for the “brilliance of the shifting patterns of 
light and shade on the screen” (Mulvey, 2009, p. 714). On the other hand, without 
sophisticated editing and coded images, intertitles had to appear after a group of 
images to make the narrative understandable. Thus, spectators spent a very short time 
in either world. 
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To date, 20 silent narrative movies from 1922 to 1931 with bilingual intertitles 
are available for public viewing. They are: Laborer’s Love (Laogong zhi aiqing, 勞
工之愛情, dir. Zhang Shichuan, 1922), The Pearl Necklace (Yichuan zhenzhu, 一串
珍珠, dir. Li Zeyuan, 1925), The Willow Pattern Plate (Liu die yuan, 柳碟緣, dir. 
Janson William, 1925), The Stormy Night (Fengyu zhi ye, 風雨之夜, dir. Zhu 
Shouju, 1925), Mother’s Happiness (Ersun fu, 兒孫福, dir. Shi Dongshan, 1926), A 
Poet from the Sea (Haijiao shiren, 海角詩人, dir. Hou Yao, 1927), Lustrous Pearl 
(Ye mingzhu, 夜明珠, dir. Chen Tian, 1927), The Cave of the Silken Web (Pan si 
dong, 盤絲洞, dir. Dan Duyu, 1927), The Great Knight-Errant Gan (Daxia Gan 
Fengchi, 大俠甘鳳池, dir. Yang Xiaozhong, 1928), Don’t Change Your Husband 
(Qinghai chongwen, 情海重吻, dir. Xie Yunqing, 1929), The Orphan of the Storm 
(Xuezhong guchu, 雪中孤雛, dir. Zhang Huimin, 1929), Poor Daddy (Pa laopo, 怕
老婆, dir. Yang Xiaozhong, 1929), Red Heroine (Hong xia, 紅俠, dir. Wen Yimin, 
1929), The Valiant Girl White Rose (Nüxia bai meigui, 女俠白玫瑰, dir. Zhang 
Huimin, 1929), Swordswoman of Huangjiang (Huangjiang nüxia, 荒江女俠, dir. 
Chen Kengran & Qian Xuefan, 1930), A Spray of Plum Blossoms (Yi jian mei, 一剪
梅, dir. Bu Wancang, 1931), Two Stars of the Milky Way (Yinhan shuangxing, 銀漢
雙星, dir. Shi Dongshan, 1931), Love and Duty (Lian’ai yu yiwu, 戀愛與義務, dir. 
Bu Wancang, 1931), The Peach Girl (Taohua qixue ji, 桃花泣血記 , dir. Bu 
Wancang, 1931), and An Amorous History of the Silver Screen (Yinmu yanshi, 銀幕
艷史, dir. Cheng Bugao, 1931). These films will either be cited or discussed at length 
in my thesis throughout. 
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I. Intertitles in Chinese Context  
Intertitles did not begin to be popularized until the 1900s, as films in the first 
five years of movie production were very simple, self-sufficient, and did not require 
any further explanation. In the early days of cinema, silent films were projected 
accompanied by aural stimuli involved lecturers/announcers/interpreters standing 
next to or behind the screens explaining what was happening on the screenings or 
speaking for the characters. The theatres provided accompanying music, which was 
played by piano or orchestra.  
As films started getting longer, with increased numbers of shots, more intricate 
narratives, and larger audiences with more diverse backgrounds, intertitles were 
inserted into filmstrips on a larger scale to enhance narrative clarity. One American 
exhibitor’s request to a producer to provide enough intertitles so that their films 
could be more intelligible illustrates the important role of intertitles in clarifying the 
narrative, “If, instead of [having] a few words of explanation of [their] films about 
every 100 feet, as most of them do, they would have explanation come in at (…) 
every place an explanation is necessary” (as cited in Sopocy, 1996, p. 126).  
A. Intertitles and the Silent Cinema Viewing Experience in the Republican Era 
The production of intertitles. The process of intertitles production in 
Republican China resembled those in Western countries. Intertitles were first 
composed by intertitle writers or scriptwriters. Directors then would check if extra 
intertitles were needed or any of them should be removed. Film companies hired 
professional translators, foreign-educated students, Chinese or foreigners with 
sophisticated bilingual skills to translate Chinese intertitles into foreign languages.  
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After this, professional art-title writers would write these texts in white on 
black title cards. Chinese intertitles were written either vertically from right to left 
(Fig. 0.1) or horizontally from left to right (Fig. 0.2). All English intertitles were 
horizontally written, from left to right, with normative punctuations.  
Besides, sometimes illustrators 
decorated title cards with ornamental 
frames (Fig. 0.3), illustrations (see Fig. 
0.1), or superimposed the written words 
on patterned backgrounds (see Fig. 0.2). 
According to The Teaching Material of 
the Changming Motion Pictures 
Correspondence School (Changming 
dianying hanshou xuexiao jiangyi, 昌明
0.1 The Chinese intertitles were vertically 
written from right to left, accompanied by 
an illustration (from Lustrous Pearl, 1927). 
0.2 The Chinese intertitles were 
horizontally written from left to right and 
superimposed on a patterned background 
(from Two Stars of the Milky Way, 1931). 
0.3 An intertitle with ornate borders from 
The Great Knight-Errant Gan (1928) 
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電影函授學校講義)2, ornamental frames, illustrations, or decoratively painted 
backgrounds should be used in general explanations (zong shuoming, 總說明). 
Quotation marks should be added to subordinate explanations (fen shuoming, 分說
明) (as cited in Zhong & Wu, 2018, p. 44).3 The intertitles then would be filmed and 
inserted into the filmstrips. 
The schema Chinese intertitles adopted to help spectators clearly identify 
dialogue intertitles and to understand who delivered each line resembled that set up 
by American silent film around 1913-1915. As Kristin Thompson (1985) have noted, 
“In a silent film, character dialogue can be cued by any of three factors: placement of 
the dialogue title, lip movements of the characters, and quotation marks in the title” 
(p. 276). The dialogue intertitles could be inserted after the visuals showing the 
characters were speaking, and later the same framing would be cut back. In this way, 
the dialogue intertitles closely coincided with the speech in the image framing 
(Thompson & Bordwell, 2010, p. 33).  
Additionally, it is important to note that English intertitles in Laborer’s Love 
(1922) used to indicate time and locales, introduce characters, as well as served as 
narrative cue were written in bold capital letters, like main titles (Fig. 0.4). This also 
resembled the practice used by early American silent filmmakers. Thompson (1985) 
                                                             
2 It was a teaching material complied by Changming Motion Pictures Correspondence 
School. In early 1924, French-educated students Wang Xichang and Xu Hu established this 
film school in Shanghai. The teaching started on July 10 in the same year. The publication 
year and the publisher of this teaching material was unsigned. According to the opening time 
of this school, this teaching material should be written between 1924 and 1925. The material 
included four parts. They are: “An Introduction to Film” (by Zhou Jianyun); “Directing” (by 
Chen Zuiyun); “Screenwriting” (co-authored by Zhou Jianyun and Cheng Bugao); and 
“Photography” (by Wang Xichang). 
3 Early Chinese filmmakers and critics identified dialogues as subordinate explanations and 
those not enunciate by characters as general explanations. Their taxonomy parallels dialogue 
intertitles and expository intertitles used by Western film theoreticians.  
9 
indicated that letters were bold and capitalized because film producers considered 
them the titles of scenes. These intertitles succinctly suggested the crucial narrative 
information of what would be shown in the upcoming sequences, like chapter 
headings for a cluster of shots (p. 277-278). 
English dialogue intertitles followed the rule of capitalizing the initial letter of 
the first word and leaving the rest in lowercase. However, in Laborer’s Love, some 
dialogue intertitles were also capitalized to represent the change of characters’ 
emotions, tones, and/or pitches (Fig. 0.5). Later, with the improvement of actors’ 
performances and a more sophisticated visual coding system, bold capitalized 
intertitles disappeared in Chinese films.  
The narrative functions of intertitles. Similar to the narrative roles of 
intertitles in European and American films,4 intertitles in Chinese films fulfill five 
                                                             
4 Focusing on expository intertitles, Brad Chisholm (1987) divided their narrative functions 
into seven categories: identification, temporal markers, narrative summary, characterization, 
mediated thoughts, commentary on story and commentary on discourse (p. 137-142). I will 
elaborate on his discussion in “Review of the Literature.” My discussion on the five 
narrative functions intertitles in Chinese films fulfill involves the functional roles of both 
dialogue and expository intertitles.   
0.5 Laborer’s Love: an English dialogue 
intertitle was written in bold capital letters 
to accentuate the character’s anxiety.   
0.4 Laborer’s Love (1922): an intertitle 
used to introduce characters was written in 
bold and capital letters.  
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important functions. 5  First, intertitles introduce characters. After identifying a 
character, intertitles can deliver more information about the character and sketch a 
clear image of him/her by depicting his/her “nature, environment, habits, emotions, 
desires, instincts: all these go to make people what they are” (Thrall & Hibbard, 
1936, p. 74-75; as cited in Chatman, 1978, p. 107). For example, in The Valiant Girl 
White Rose (1929), the intertitle (Fig. 0.6) first identifies the female protagonist 
appears in the previous pictorial 
shot by saying that “白素瑛為校
中高材生、” “Pei Su Ying is a 
student of excellent ability in the 
school.” Then it explains that she 
is nicknamed as White Rose 
because “平時喜于襟上佩白玫
瑰、” “She often pins a white rose on her coat.” The intertitle further characterizes 
her as a courageous heroine by saying: “並好與不平事、同學中多以女俠白玫瑰尊
之. ” “[she] is fond of acrossing [sic] any irrationalities, so the schoolmates address 
her the white rose heroine.” Bordwell (2017) suggested that “In general, a character 
is given traits that will play causal roles in the overall story action” (p. 78). Pei Su 
Ying’s essential qualities identified in this intertitle, such as being courageous, are 
relevant to the later story, foreshadowing her success in defeating the bandits and 
protecting the manor of her family.  
                                                             
5 Intertitles fulfill narrative functions by either independently working or fusing with images. 
I will discuss the ways intertitles relate to images and the varied effects created by their 
interactions in the second part of Chapter 2, “The Interactions between Image and Text.”  
0.6 The intertitle used to identify and characterize 
Pei Su Ying (White Rose) in The Valiant Girl 
White Rose (1929)  
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0.7- 0.8 Love and Duty (1931): Nei Fan and her husband are associated with the confined 
interior space; while Tsu Yi and Nei Fan are associated with the delightful exterior space.  
Secondly, intertitles can be temporal or spatial indicators. These intertitles help 
spectators situate the chain of events with cause and effect relations in a specific time 
and space. They can indicate the ellipsis between scenes to advance the narrative. 
Intertitles in Love and Duty (1931) provide an example. The male protagonist Li Tsu 
Yi and the heroine Yang Nei Fan fall in love when they were teenagers. However, 
Nei Fan later is arranged to marry a rich man by her father. The plot then jumps 
ahead five years to begin Nei Fan’s and Tsu Yi’s reunion, with the pair accidentally 
coming across each other in a park. The intertitle, which reads “五年後，在上海某公
園中…… Five years later, in a park at Shanghai—,” designates the temporal ellipsis 
and the shift of locales, linking events that happen across time and space. The 
intertitle demonstrating the change of locales performs a distinct narrative function. 
It creates a meaningful comparison between the pictorial scenes that occur before 
and after the intertitle. In the previous scene, Nei Fan and her husband are having a 
drab conversation at home. The couple is always associated with the depressed but 
luxury interior space (Fig. 0.7), suggesting their gloomy marriage is akin to a 
beautiful cage that shackles Nei Fan. In contrast, Nei Fan and Tsu Yi are usually 
associated with pleasant exterior spaces, such as parks (Fig. 0.8). The delightful and 
romantic atmosphere symbolizes the freedom and love that Nei Fan craves.  
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Additionally, intertitles can act as psychological description. By providing 
spectators with a window to the characters’ inner worlds, these intertitles let 
spectators read characters’ thoughts and follow their motivations. Besides, intertitles 
also can function as narrative summary. Through offering narrative information, 
intertitles allow spectators to forge a complete and continuous narrative by linking 
the written messages with previous and subsequent moving images. In Love and 
Duty, after the pictorial track shows Nei Fan elopes with Tsu Yi after their reunion 
and the pair live a happy life in the countryside; the intertitle then cuts in, 
summarizing the skipped events and economically advances the story by saying “李
祖義攜楊乃凡重回上海，更改姓名，覓得一職業。” (Tsu Yi takes Nei Fan back to 
Shanghai. He changes his name and finds a new job.) 
The last functional role of intertitles is “commentary on story/commentary on 
discourse.” These intertitles do not “advance the narrative but encourage(s) reflection 
and the application of some value system to the narrative material” (Chisholm, 1987, 
p. 140), as exemplified by the commentary intertitle occurs at the beginning of the 
extant sequel of An Amorous History of the Silver Screen (1931)6. The film features a 
famous movie star Wang Fenzhen, who falls in love with a wealthy dandy and gives 
up her career to be his concubine. Later, when she finds out that he is dallying with a 
dancing girl, Fenzhen resumes her career on the silver screen. The commentary 
intertitle at the outset of the sequel reads, “戀愛中果有黃金時代焉，但往往一瞬即
逝耳。The golden age of love passes quickly.” Rather than directly advancing the 
narrative or contributing to spectators’ comprehension of the plot, this commentary 
                                                             
6 An Amorous History of the Silver Screen was an eighteen-reel, two-part film, directed by 
Cheng Bugao and released by Mingxing Film Company in 1931, starring Xuan Jinglin. The 
first part of this film is lost. The extant sequel is its incomplete second part.  
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0.9-0.10 The unusual long bilingual dialogue intertitle in Two Stars  
intertitle inspires spectators to critically and reflexively think about love and the 
story.  
It becomes clear that the process of intertitles production and the narrative 
functions of intertitles in Chinese films resembled those in Western cinema. 
However, given that the Chinese film industry was still in its embryonic stage at that 
time, both the use of intertitles and silent film viewing experience in Republican 
China displayed some distinct features.  
The uniqueness of Chinese intertitles and silent film viewing experience. 
Compared with intertitles in European and American films, Chinese intertitles were 
frequently occurred and lengthy. Referred to extant screen-scripts and intertitles of 
83 films produced from 1922 to 1931, in which the length of the films had been 
clearly indicated, Chinese silent movies use up to 16 intertitles per reel on average. 
In Fate in Tears and Laughter (Tixiao yinyuan, 啼笑因緣, dir. Zhang Shichuan, 
1932), intertitles accounted for 40 percent of film length (as cited in Jin, 2013, p. 96), 
while The Stormy Night (1925) bears about 28 intertitles per reel. More importantly, 
juxtaposing Chinese and foreign language intertitles on a single title card makes the 









Similar to this argument, Chen Tian (1928) indicated that around 40 and 50 percent 
of spectators in Southeast Asian countries were unable to read. Therefore, intertitles 
should be limited (p. 117). Echoing and extending their arguments, Wang Fangzhen 
(1925a), an early Chinese film critic, further suggested that simple and clear were the 
essential requirements for composing intertitles. Sluggish and lengthy intertitles 
would reduce the interest of spectators, women and children in particular (p. 9). 
It becomes clear that Chinese critics’ promotion of reducing intertitles and 
relying more on performances to tell the story aimed to expand the local and foreign 
markets, and attract more spectators with diverse backgrounds, involving both 
literate and illiterate people, males and females, as well as the young and the old.  
Film critics’ advocacy of writing intertitles in simple language served the same 
purpose. As I suggested, opposite to the literary and poetic intertitles in European 
and American films, the practical language was the accepted standard for intertitles 
in Chinese films. Zhou Jianyun (1925) thoroughly construed the need for intelligible 
and straightforward intertitles from the perspective of spectatorship. He said:  
The intertitles of Revival of an Old Well were embroidered. However, 
like Lin Qinnan9 translating foreign novels into classical Chinese in the 
style of Tongcheng School10, which could not be popularized but only 
gained high praise from a few scholars, these embellished intertitles 
could not be appreciated by most of the ordinary spectators. Therefore, 
during the transitional phase of the Chinese film industry, it is impossible 
                                                             
9 Lin Shu (林紓, 1852-1924), originally named Lin Qunyu, and Qinnan was his courtesy 
name. He was a translator.  
10 Tongcheng School (Tongcheng pai, 桐城派), a literary school existed in Qing dynasty 
(1644-1912), characterized by modeling upon the prose style of “Tang Song Eight Masters” 
(Tang-Song bada jia, 唐宋八大家). 
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to compose intertitles that satisfy both knowledgeable and ordinary 
spectators. To promote the business, the standard for the literary quality 
of intertitle has to be lower. (p. 2) 
He further suggested that intertitles could be written in either vernacular or classical 
Chinese, as long as the consistency was maintained throughout. However, if general 
explanations were written in classical Chinese, then accessible words and 
expressions should be chosen. Pedantic terms and literary quotations should be 
avoided to attract more audiences (J. Zhou, 1925, p. 2). 
Chen Bolong (1932) in “How to Write Intertitles” also noted that if intertitles 
were written in abstruse words with a complex syntax, then the less educated 
spectators would be unable to understand the film (p. 2). Dong Boya (1926), a film 
critic, requested intertitles composers not be pedantic. If the literary quotations were 
necessary, then they should choose the simple and readable ones, or those had been 
frequently used to ensure accessibility to ordinary spectators. Not all spectators were 
knowledgeable (p. 38). 
The ease with intertitles could be read became one of the selling points of 
Chinese films. For example, when The Filial Wife’s Soup (Xiao fu geng, 孝婦羹, 
dir. Ren Pengnian, 1923) was promoted, its intertitles were claimed to be 
understandable for women and children (“Xiao fu geng,” 10 January 1923). 
In contrast, some critics highlighted the importance of the literary quality of 
Chinese intertitles. When Bing Xin11 (1924) reviewed the intertitles of the film Jade 
Pear Spirits, she argued that:  
                                                             
11 Bing Xin (冰心, 1900-1999), originally named Xie Wanying, was one of the most famous 
and prolific Chinese writers of the century. 
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It is said that intertitles need to be simple and plain. However, it is 
important to note that literateness is necessary. In tragic love films, 
profound intertitles should be inserted more to help these films become 
artistic products. If you watched Way Down East12 and Man-Woman 
Marriage13, you would have known that poetic intertitles and ornate 
words were suitable for romantic films. Without these esoteric intertitles, 
these films would be vulgar and tasteless, and the value of them would be 
reduced. (p. 5) 
Intertitles in most of the Chinese films were simple and straightforward. 
However, films produced by writers of Mandarin Ducks and Butterflies School 
(yuanyang hudie pai, 鴛鴦蝴蝶派 , henceforth Butterfly), romantic films in 
particular, echoed Bing Xin’s argument, were with intertitles written in embroidered 
and flowery language. I will address this phenomenon in Chapter 3 and explicate the 
underlying reasons for it.  
Intertitle Translation. As I pointed out, Chinese and foreign language 
intertitles were juxtaposed in the same title card in Chinese films. However, sporadic 
attention was given to translating Chinese intertitles into foreign languages. In “My 
Opinion on Chinese Films,” it noted that: 
Recently, intertitles in Chinese films have greatly improved. A couple of 
years ago, producers did not pay much attention to intertitles. Foreign 
language intertitles in Chinese films were unintelligible. Sometimes one 
or two inappropriate words in foreign language intertitles would cause 
                                                             
12 Way Down East (1920) is an American romantic film directed by D.W. Griffith, featuring 
Lilian Gish.  
13 Man-Woman Marriage (1921) is an American silent film directed by Allen Holubar, 
starring Dorothy Phillips.  
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the film itself to be banned in Hong Kong and Southeast Asian countries. 
Now, this [phenomenon] has gradually decreased, which is proof of the 
improvement of intertitles. (Chen, 1927, p. 9) 
In terms of achieving screening in foreign countries, Chen pointed out the 
importance of employing a high quality of foreign language intertitles in Chinese 
films. Other than this essay, the extant writings on the translation of Chinese 
intertitles can only be found in sentences within film reviews, criticizing the 
grammar mistakes.  
On the other hand, translating foreign language intertitles into Chinese drew 
more attention from early Chinese film critics, because they considered it a required 
practice for Chinese spectators to understand foreign films. According to what Zhou 
Jianyun (1921) wrote in the “Preface” of Film Magazine (Yingxi zazhi, 影戲雜誌), 
when foreign films were first shown in China, Chinese spectators did not understand 
intertitles written in foreign languages, and there was no film plot sheet, so they did 
not understand the plot. They just considered watching films a novelty. Later, when 
watching films became more popular, exhibitors would hire people to translate the 
story. Since then, Chinese spectators started to enjoy watching foreign films (p. 7). 
Concerning translating foreign language intertitles into Chinese, Chinese film 
critics believed that the most crucial principles for intertitle translation were faithful, 
concise, and free from grammar mistakes. For example, Wu Yuying (1926) 
suggested that intertitle translation should be concise and faithful to the original text. 
Translators needed to be meticulous to avoid grammar mistakes (p. 34). 
On the other hand, Wu Shuang (1928) discussed intertitle translation through 
examining which translation strategy was more applicable. He wrote that:  
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It does not matter if you use literal or free translation, as long as the 
translated text is able to deliver the original messages to spectators. 
Word-to-word translation is unnecessary. The literal translation might be 
applicable when translating a book, but it is not suitable for intertitle and 
synopsis translation… Even though the dialogues cannot be removed, if 
they are too lengthy, then the function words could be taken away… 
With succinct words, the information should be clear at a glance. It might 
be unfaithful, however, as long as the original intentions are conveyed, it 
is unnecessary to be too demanding. (p. 9) 
Wu Shuang then connected intertitle translation with film genres to argue that 
translating comedies and newsreels were most difficult as puns, gags, slangs, 
idiomatical usages and customs were hard to render. In this essay, Wu Shuang 
considered the faithfulness of meaning and information more important than that of 
morphological form and style. Agreeing with his view, in Chapter 4, I will further 
explore whether and how intertitle translators successfully convey the information in 
Chinese intertitles, images, and their interactions to English intertitles readers. 
Additionally, an article entitled “A Discussion on Translated Intertitles” 
delineated the reason for film critics promoting concise translated intertitles, “the 
translated intertitles should be written down on one piece of glass. If two or three 
pieces of glass are used, the parallel English intertitle will fade out first. Then when 
the subsequent visuals come, there will be too much for spectators to absorb” (Chi, 
1927).  
Concerning the discussion of intertitle translation, early Chinese critics focused 
on the translation from foreign language to Chinese. Besides, except for Wu Shuang, 
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most of them devoted their attention to the form and style of language, rather than 
investigating whether translated intertitles could help foreign spectators understand 
the films. Translating Chinese intertitles into foreign languages is a crucial practice 
to attract foreign spectators and ensure foreign circulations of Chinese silent films. 
Thus, Chapter 4 will focus on intertitle translation, from Chinese to English, to 
examine if and how translated intertitles successfully render and deliver all the 
necessary information that fits filmmakers’ original intentions to foreign spectators. 
How do English intertitles relate to the visuals, and what effects and meanings do 
their interactions create?  
Illustrations and patterned title cards. Similar to the practice adopted by 
American filmmakers in the late silent period, of illustrating intertitles by mixing 
words with images on one title card to ease the transitions between pictorial shots 
and intertitles (Elliott, 2003, p. 93), as has been pointed out, Chinese filmmakers also 
elaborated the general explanations with illustrations, ornamental borders, and 
patterned backgrounds.  
This feature prompted discussions among film critics as well. In “How to Make 
Intertitles,” the author generally sketched the functions of illustrations. He proposed 
that adding illustrations to intertitles could stimulate spectators’ interest. Because 
these illustrations cast light upon the plot, spectators would better understand the 
story if they could make associations between the story and the illustrations (Ming, 
1925, p. 4).  
Wang Fangzhen (1925b) elaborated the types and functions of illustrations. He 
categorized them into four categories. The first type was caricatures. They were used 
to lampoon characters. The second type was figurative paintings. The third and 
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fourth types both served to cue spectators about the upcoming characters and events. 
While the third type occurred before the visuals, intertitles with the fourth type of 
illustrations appeared after the corresponded images. He further pointed out that 
ornate borders and patterned title cards, most of the time, were purely decorative. 
Very few of them were used for symbolization. (p. 2-3)  
Regarding illustrated intertitles, Zhou Jianyun (1925) argued that the essence 
of motion pictures is artistic. Therefore, intertitle writers should be careful about the 
tacky illustrations or eccentric fonts, which would have an adverse impact on the 
style of a film (p. 2).  
It could be concluded that critics in the Republican Era had already noticed the 
roles of illustrations in propelling the story. Drawing on and extending their 
discussions into a deeper layer, I will further elaborate how illustrations, ornamental 
borders, and patterned backgrounds interplay with the narrative words and the 
corresponding moving images, and what meanings and effects these three generated 
(see Chapters 2 and 3).  
As an indispensable part of Chinese silent films, the taxonomy, characteristics, 
functions, and translation of intertitles evoked heated discussions among early 
Chinese critics and theoreticians. Moving on from early theories of intertitles in 
Chinese films, what follows is a brief of the four chapters of the thesis. 
 
II. Chapter Outlines 
1. Review of Literature & Methodology  
My opening chapter will critically review the contemporary scholarship on 




2. Intertitles in Chinese Films 
My second chapter examines the characteristics of intertitles and their 
interactions with images in Chinese films. The intertitles from The Pearl Necklace 
(1925), The Peach Girl (1931), and Laborer’s Love (1922) will be analyzed in-depth; 
while I also reference intertitles from extant Chinese films and those available from 
archives to support my arguments.  
Under the sub-title “The Characteristics of Chinese Intertitles,” this chapter 
first unpacks my take on ‘intertitle as prologue’ by examining and categorizing the 
intertitles at the beginning of the films, which I propose, together with the 
commentary intertitles embedded in the narrative, form the omniscient narration.  
This chapter next offers a socio-cultural perspective on the discussion of the 
morphological feature of intertitles and the didacticism which exists within them, as 
products of a heterogeneous linguistic environment and socio-cultural landscape. 
This chapter also investigates graphic intertitles by discussing the functions of 
illustrations and ornamental frames in title cards.  
While intertitles can affect how spectators engage with films, they also orient 
how spectators understand films. The second part of this chapter, “The Interactions 
between Intertitles and Images,” directly tackles the relationships between the image 
and the text, devoting focal attention to how intertitles interplay with images to aid 
narrative and influence spectators’ perceptions.  
I discuss how intertitles influence spectators’ perceptions in four aspects 
according to the specific ways intertitles interact with images: by connoting with 
each other, intertitles identify, interpret, and articulate the information conveyed by 
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the visuals; while by forming a complementary relationship, intertitles serve as 
supplements to the visuals. The meanings Chinese silent films attempt to forge lie 
not only within the image itself, but also in the interactions between mise-en-scene 
and intertitles, as well as the dialectical relationship between pictorial shots and 
screened texts. Intertitles direct spectators’ attention and orient their understanding of 
the films by causing them to avoid some information visuals delivered while 
receiving others. Meanwhile, interactions between intertitles and images generate 
new meanings that can be found neither in the image nor the text.  
 
3. The Stormy Night: Mandarin Ducks and Butterflies in Motion 
While Chapter 2 examines the common characteristics of intertitles and their 
interactions with images, Chapter 3 discusses the influence of Butterfly writers on 
Chinese silent films through the prism of intertitles. Close attention will be given to 
intertitles in The Stormy Night (1925), a cinematic production of Zhu Shouju, who 
was one of the most famous Butterfly writers.  
Under the sub-title “Butterfly Writers and Chinese Silent Cinema,” this chapter 
starts with exploring how films with input from Butterfly writers are connected to 
their literary works through the prism of intertitles. Then in the section entitles “The 
Stormy Night: Intersection of Literature and Film,” this chapter turns to examine the 
characteristics of intertitles and their interactions with images in The Stormy Night, 
to corroborate the role of intertitles as the conjunction between Butterfly writers’ 
literary and filmic worlds. 
 
4. Bilingual Intertitles: The Foreign Voice in Chinese Films 
This chapter discusses how English intertitles, as the privileged medium for 
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foreign spectators to understand Chinese films, along with images, make Chinese 
silent films a shared sphere where spectators with different cultural, educational, 
religious, and ethnic backgrounds are invited to participate in stories and experience 
that outside their perceptual, aesthetic, and narrative conventions.   
Along with a sketch of markets, audiences, the censorship, and cultural policies 
in Republican China in the 1920s and the early 1930s, I begin the chapter by 
investigating the reasons for juxtaposing Chinese and English intertitles in one title 
card from historical, political, cultural and economic perspectives.  
This chapter then stresses the translation of culture-bound elements. Bilingual 
intertitles from Red Heroine (1929) and Poor Daddy (1929) will be elaborated while 
intertitles in other films will also be examined to support the argument. Effectively 
understanding the explicit and implicit meaning of culture-bound terms is vital for 
foreign spectators to understand Chinese films. I believe the process that translators 
determine how and to what extent latent information should be explicated and 
rendered represents their interpretations of the text-image narrative and manifests the 
intention of film producers regarding how the films should be understood. 
I conclude this chapter by scrutinizing the bilingual intertitles in A Spray of 
Plum Blossoms (1931), a Chinese film based on Shakespeare’s 16th century play The 
Two Gentlemen of Verona, to further explore the role of English intertitles in 
achieving the interlingual, inter-media, and cross-cultural communication. By 
examining the relationships between the original and adapted texts, I delineate my 
understanding of how English intertitles influence spectators’ expectations and 
reception of this film by connecting different media and cultures. 
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The Conclusion of my thesis will readdress the fundamental ideas of this 

























Chapter 1  Review of the Literature and Methodology 
 
I. Review of the Literature  
A. Review of writings on Chinese silent cinema 
Since the 1980s, whether in China or abroad, studies on Chinese silent cinema 
have simultaneously undergone a continuously expanding scope of data collection. 
Specifically, scholars increasingly reference historical archives other than Shenbao 
(申報, 1872-1949), such as Dianshizhai huabao (Dianshizhai Illustrated, 點石齋畫
報, 1884-1898), Yingxi zazhi (Film Magazine, 影戲雜誌, 1921-1922), and Yinxing 
(Silver Star, 銀星, 1926-1931)14.  
Additionally, scholars reconstitute film theories and ‘orthodox’ Chinese 
history, as exemplified by Huayu dianying gongye: fangfa yu lishi de xin tansuo 
[Rethinking the Chinese Film Industry: New Methods, New Histories] [2012], edited 
by Yeh Yueh-yu. Moreover, scholars have begun to transcend the Shanghai-centered 
paradigm and focus on film industries in other cities, as exemplified by Zouchu 
Shanghai: zaoqi dianying de linglei jingguan [Walking out of Shanghai: An 
Alternative Approach to Early Films] [2016], edited by Yeh Yueh-yu, Feng Xiaocai, 
and Liu Hui.  
Scholarship on pre-1949 Chinese cinema, generally emphasizing films 
produced during the 1930s or later, was driven by a Communist-influenced 
perspective on film history. This perspective believed that “The Golden Age of 
Chinese cinema” “began only in the early 1930s, with directors such as Sun Yu, Cai 
                                                             
14 Yinxing was established in Shanghai in 1 September 1926, and it suspended and restarted 
in 1928, renamed Xin yinxing (New Silver Star, 新銀星). In 1930, it merged with Tiyu zazhi 
(Sports Magazine, 體育雜誌) and changed its name into Xin yinxing yu tiyu (New Silver 
Star and Sports, 新銀星與體育). It changed its name back to Xin yinxing in 1931 and it was 




“new film history” allowed new insights to be sought into the “specific nature of 
cinema by introducing extended cultural, social, and economic contextualization, 
based on the consultation of varied firsthand source material, and by emphasizing 
cinema’s intermediate relationships” (Huhtamo & Parikka, 2011, p. 12). Parallel to 
this trend, English language scholars introduced into Chinese film studies various 
new perspectives such as modernity, gender, visual culture, transnational practice, 
intermedia communication and cross-cultural practice. For example, Chinese silent 
films have frequently been linked with modernity and Chinese modernization 
because scholars believed that the metropolitan culture in Shanghai contributed 
fundamentally to the characteristics of Chinese silent cinema. In An Amorous History 
of the Silver Screen: Shanghai Cinema, 1896-1937. [2005], Zhang Zhen extended 
Miriam Hansen’s formulation of ‘vernacular modernism,’ and placed early Chinese 
cinema16 in the “matrix of everyday life in modernity—abundant forms of mass and 
commodity culture that intertwined with the flourishing of the cinema, as well as the 
political, social, economic, and cultural transformations” (p. 6). Besides, applying the 
perspectives of film projection, gender and identity in a historical manner, Cinema 
and Urban Culture in Shanghai, 1922-1943 [1999], investigated “early Chinese 
cinema in the urban cultural context of the Republican era” and considered Chinese 
cinema an important aspect of Shanghai urban culture.  
Now I will discuss selected writings on translation in Chinese silent films, 
which will help me define parameters and position my thesis. This practice was 
commonplace in Chinese film productions of the early twentieth century, and 
included the production of Chinese imitations or adaptations of foreign films and 
                                                             
16 Zhang Zhen (2005, p. xix) situated the “early film culture within the span of the arrival of 
cinema in China to the closing of the golden period of Shanghai silent and early film on the 
eve of Japanese occupation, from 1896 to 1937.”  
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literary works, the translation of Chinese intertitles into English to enable foreign 
circulation of Chinese films, and the translation of foreign intertitles into Chinese. 
Only sporadic research efforts have focused on this neglected topic.  
 To “raise the possibility of rethinking cross-cultural interpretation and forms 
of linguistic mediation between East and West,” Lydia Liu (1995) proposed 
‘trans-lingual practice’ (p. xv). Instead of discussing the relationship between the 
original and the translated texts and so getting distracted by the age-old questions of 
translatability/untranslatability, Liu proposed the terms host language and guest 
language to loosen the dichotomy between the source and target languages.  
Broadly defined, the study of translingual practice examines the process 
by which new words, meaning, discourse, and modes of representation 
arise, circulate, and acquire legitimacy within the host language due to, 
or in spite of, the latter’s contact/collision within the guest language. 
Meanings, therefore, are not so much ‘transformed’ when concepts pass 
from guest language to the host language as invented within the local 
environment of the latter. (1995, p. 26) 
Drawing upon her theories, Zhang Zhen used the example of A Spray of Plum 
Blossoms (1931), a reincarnation of Shakespeare’s The Two Gentlemen of Verona, to 
tackle the cinematic adaptation of foreign literature. In doing so she proposed using 
the terms ‘cosmopolitan projections’ and ‘transcultural’ to describe this inter-media 
and translingual practice. Zhang Zhen contextualized her research by connecting the 
cinematic adaption of foreign literature to Chinese literary translation and the 
changing Chinese film industry as well as referencing growing Chinese nationalism 
and cosmopolitan aspirations in China. Zhang Zhen thus argued that A Spray of Plum 
Blossoms, a transcultural visual pleasure and experience, did not “merely ‘translate’ 
37 
one culture for and in terms of another in a linguistic sense … [and] in fact create a 
space in which the original and the adaptation coexist with tension…they generate a 
surplus meaning that cannot be subsumed by either the source language/culture or 
the target language/culture” (Z. Zhang, 2004, p. 146–147; Y. Zhang, 2008, p. 90).  
Echoing her ‘cosmopolitan projections,’ Zhang Yingjin (2008) pointed out that 
this Chinese screen adaption of the foreign literary work had already successfully 
achieved the ‘cultural turn’ in translation studies and the ‘sociological turn’ in 
adaptation studies.17 Moreover, both paradigm shifts went beyond ‘fidelity’ and took 
“an interventionist or aggressive stance on issues of authority and authorship” (p. 
87). Furthermore, Zhang Yingjin pointed out that bilingual intertitles in this film 
alluded to the original play; together with acting skills, costume and makeup, they 
were a mediated cultural encounter between Western and Chinese silent films.  
However, with the exception of Jin Haina’s Zhongguo wusheng dianying fanyi 
yanjiu (1905-1949) [Towards a History of Translating Chinese Silent Films 
(1905-1949)] [2013] (which will be discussed in-depth in the “Review of writings on 
intertitles”), none of these studies emphasize intertitle translation, despite the role of 
translated intertitles in introducing foreign spectators to the Chinese cinematic world 
and achieving interlingual and cross-cultural communication. 
My account of English intertitles as the site for different languages and cultures 
to interact and infect one another, as well as for underlying political and ideological 
struggles, draws on the understanding of previous scholars of translingual and 
transcultural practice. However, as silent films formed narratives using both images 
                                                             
17 Zhang Yingjin (2008) pointed out that the ‘culture turn’ in translation studies referenced 
the shift in the emphasis of translation studies from linguistics to culture. Rather than 
focusing on being faithful to the original text, translations instead emphasize whether the 
translated text could create an equal effect in the context of target language. Similarly, the 
‘sociological turn’ in adaptations also indicated the shift from stressing “purely textual 















such as interpreting, which is one dimensional, 21  intertitle translation is 
multidimensional. English intertitles not only translate Chinese intertitles, but they 
also render the information carried by images and the interactions between these two 
to make Chinese silent cinema a shared sphere where spectators with diverse 
backgrounds are invited to cross cultural boundaries to participate in stories and 
cinematic experiences that exist outside of their own perceptual, aesthetic, and 
narrative conventions. 
Given the co-existence of multiple types of signs in the process of translation, 
rather than focusing purely on the linguistic features, I will also address the 
interrelations between verbal and non-verbal signs. More specifically, I locate the 
fourth part of my project in conceptualizing the writing of English intertitles as a 
translation which involves three layers:  
1. Interlingual translation. This is “an interpretation of verbal signs by means 
of some other language” (Jakobson, 1959, p. 233). For example, in A Poet from the 
Sea (1927), the poetic Chinese intertitle “我願意住在荒凉的海島，不願囘到鑲金的
墳墓，摧殘人性的城市監牢。” was translated into English: “I like this place of 
desolation and loneliness better than city which is not different from men’s grave.” 
When The Cave of the Silken Web was screened in Norway in 1929, the film was 
equipped with both Chinese and Norwegian intertitles, as exemplified by the Chinese 
intertitle “悟空悟能，無計降妖，徘徊道上，不覺淚下。” being translated into 
“Edderkoppene var for sterke motstandere og for apen og svinet blev resultatet bare 
grät og tenders gnidsel.” 
                                                             
21 Henrik Gottlieb (1994) argued that both interpreting and translation are horizontal, 
one-dimensional verbal translation. Because the translations operate within one single 
semiotic system: the source language speech will be translated into target language speech, 
and the written text remains written text (p. 103-104).  
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2. Intrasemiotic translation. I draw on Henrik Gottlieb’s understanding of this. 
Gottlieb (1994) suggested that intrasemiotic translation described translation 
operating within a common sign system, such as verbal, visual and acoustic (p. 
103-104). As I discussed, English intertitles in Chinese films must sometimes 
translate messages delivered by Chinese intertitles, images, and their interactions 
such that foreign spectators can understand the narrative. The practice of intertitle 
translation is from the source culture written language + images to the target culture 
written language, but this practice occurs within the confines of the film. It thus is 
still a form of intrasemiotic translation.  
3. Intersemiotic translation. This represents “an interpretation of verbal signs 
by means of signs of nonverbal signs systems” (ibid). The process for the adaptation 
of literary works into filmic texts—adapting Zhang Henshui’s novel Fate in Tears 
and Laughter into a film with the same title—illustrates the transposition or 
circulation of meaning from one sign system (written language) to another (film as a 
poly-semiotic text). 
Understanding the nature of intertitle translation, with the help of Skopos 
theory, I will further investigate the translation strategies applied to English 
intertitles in Chinese films and discuss if and how this multi-semiotic translation is 
effectively realized.  
Skopos theory was introduced to the translation theory by Hans J. Vermeer. 
Skopos means ‘purpose’ in Greek.22 Skopos theory is “the theory that applies the 
notion of Skopos to translation” (Nord, 2018, p. 26). The purpose of the overall 
                                                             
22 Besides purpose, Vermeer also used words like aim, intention, and function to refer to 
Skopos. Christiane Nord (2018) distinguished these terms as follows, aim was “the final 
result an agent intends to achieve by means of an action.” Purpose was “a provisional stage 
in the process of attaining an aim.” Function stood for “what a text means or is intended to 
mean from the receiver’s point of view.” Finally, intention described “an aim-oriented plan 
of action” (p. 27).  
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translational action is the primary principle that determines the translation process, 
and “the end justifies the means” (Reiss & Vermeer, 2013, p. 90).  
During the translation process, there are three kinds of purposes: the 
translator’s purpose 23 , the communicative purpose 24 , and the purpose of the 
translation strategy25. In Skopos theory, skopos denotes the purpose of the target text, 
namely, the communicative purpose.  
The first rule for the translation, according to Vermeer, is the Skopos rule, 
which can be read as follows:   
Each text is produced for a given purpose and should serve this purpose. 
The Skopos rule thus reads as follows: translate/interpret/speak/write in a 
way that enables your text/translation to function in the situation in 
which it is used and with the people who want to use it and precisely in 
the way they want it to function.  
(Vermeer, 1989; as cited in Nord, 2018, p. 28) 
The Skopos rule and theory created the possibility that according to different skopos, 
the same source text can be translated into different versions, depending on the 
purpose of the translation in question. As Vermeer (1989) suggested, “What the 
skopos states is that one must translate, consciously and consistently, in accordance 
with some principle respecting the target text. The theory does not state what the 
principle is: this must be decided separately in each specific case” (p. 198).   
                                                             
23 Translator’s purpose refers to “the general purpose aimed at by the translator in the 
translation process (perhaps ‘to earn a living’)” (Nord, 2018, p. 27).  
24 In the words of Nord (2018), “the communicative purpose aimed at by the target text in 
the target situation (perhaps ‘to instruct the reader’)” (p. 27-28).  
25  The purpose of a translation strategy or procedure, according to Nord’s (2018) 
explanation, means “to translate literally in order to show the structural particularities of the 
source language” (p. 27). 
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In the context of Chinese silent cinema, the nature of intertitle and the 
uniqueness of Chinese intertitles determine the skopos and features of English 
intertitles.  Intertitles are transient and non-reversible. The time for each title card to 
be read is fixed and short. Foreign spectators thus are required to gain crucial 
information as quickly as possible. Besides, unlike reading a book, the speed of 
reading can be altered and the practice can be interrupted or reversed; watching a 
movie is a nonstop, one-way journey. Foreign spectators do not have a context to 
refer to to gain a better understanding of words and images that are unfamiliar to 
them, and there is no room for footnotes or endnotes. More importantly, as pointed 
out, Chinese intertitles were lengthy; and juxtaposing bilingual intertitles on a single 
title card created more temporal and spatial constraints for English intertitles.  
In this respect, English intertitles in Chinese films aim to make foreign 
spectators quickly receive information that filmmakers believe is narratively and 
contextually most relevant so that they will perceive the films in the manner desired 
by Chinese filmmakers.   
In the search for suitable strategic ways of thinking, and bearing in mind the 
questions “What is the purpose of the translation? What type of text am I dealing 
with?”, Chapter 4 emphasizes the interpretation of cultural specific elements from 
the perspective of interlingual, intrasemiotic, and intersemiotic translations. By 
examining how Chinese culture-bound terms were transformed and circulated in the 
new signifying system and how foreign cultural elements were transplanted in the 
Chinese context, I will discuss:  
1. With the intention of “producing an effect as close as possible to that 
obtained in the reader [spectators] of the original,” what translation strategies did 
English intertitle writers use in the transfer from one culture to another?  
55 
2. How do English intertitles work with the images to create meaning that 
manages to cross the semiotic boundaries? 
Furthermore, as the history (society) is embedded in the text, which is inserted 
in the history (society), my textual analyses must be contextualized in national and 
local discourses. The contextual approach sketches the socio-cultural and economic 
landscape, as well as contemporaneous cultural policies that contribute to shaping the 






















Chapter 2  Intertitles in Chinese Films   
 
On 25 May 1925, Feng Xizui26, a Chinese film critic of the Republican Era, 
published an essay entitled “Intertitles in Films” in Shenbao. He wrote as follows: 
Movies are pantomimes. Films demonstrate information entirely through 
the performances of their actors. However, elements such as time, 
relationships between characters, and actions occurring in the dark 
scene27 cannot be displayed by facial expressions or dramatic actions. 
While a stage play allows actors to deliver such information through their 
lines, silent films rely on intertitles to convey these messages…However, 
constraints exist around the use of intertitles because when the number 
becomes excessive, spectators will feel they have come to the cinema to 
read a novel rather than to watch moving images…In recent years, 
Chinese films have relied heavily on intertitles, and they have become 
cumbersome, providing too much unnecessary detail. 
Echoing discussions on the characteristics and functions of intertitles by other 
early Chinese film critics, Feng’s essay captures and highlights two essential aspects 
of intertitles in Chinese films. The first aspect is the ways intertitles relate to images. 
Feng’s essay notes the important role of intertitles in supplementing images and so 
helping spectators understand films. In this regard, Bao Tianxiao (1973) also noted 
                                                             
26 Feng Xizui (鳳昔醉) was one of the leading writers of Film Magazine. He wrote and 
published many influential articles, such as On Interior Performance (Tan neixin biaoyan, 
談內心表演), which was published in Mingxing Company Special Issue on Master Feng 
(Mingxing gongsi tekan ‘Feng da shaoye,’ 明星公司特刊《馮大少爺》) in 1925; and 
Eroticism and Films (Rougan yu dianying, 肉感與電影), published in Movie Monthly 
(Dianying yuekan, 電影月刊) in 1929.  
27 Dark scene (anchang, 暗場) is a term used in drama, which refers to the part in the plot 
will not be explicitly acted out on the stage but just be described by the characters in their 
lines or represented through the sound effect behind the stage.  
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that “without intertitles, spectators will neither understand what the characters are 
doing when they are in motion nor know what they are talking about when their lips 
are moving” (p. 97). The second aspect is the importance of intertitles being concise 
and to the point.  
In this chapter, I first analyze the shared characteristics of Chinese intertitles 
and their impacts on Chinese silent cinema in terms of form and style. While the 
characteristics of intertitles affect how spectators experience or engage with films, 
their interactions with images help determine how they understand and interpret the 
world on the screen. Subsequently, I build on Barthes’ (1964/1977) discussion of the 
relationships between the static image and text, which suggested that text could 
either anchor the polysemous signified messages carried by the image, or serve as 
‘relay’ by fusing with images to generate higher-level meanings. By considering the 
formation of different relations between shots and the interplay of intertitles with 
mise-en-scene, I deepen the theory of Barthes and provide an overview of the 
different ways that intertitles relate to images. I then will point out how their 
interactions make Chinese silent films mean and help guide spectators’ perceptions 
of films.  
This chapter offers the foundational conceptual framework of my thesis. In the 
first part of the discussion, I focus on intertitles from The Pearl Necklace (1925) and 
The Peach Girl (1931) because intertitles from these two films contain examples of 
most of the common characteristics that Chinese intertitles from 1922 to 1931 
shared; while I also reference intertitles from extant Chinese silent films and those 




I. The Characteristics of Chinese Intertitles 
What traits characterize intertitles in Chinese films from 1922 to 1931? 
Through examining intertitles from 20 extant Chinese films of this period and also 
drawing on intertitles from other films available from film archives, I find that 
despite being created by writers of varied backgrounds, intertitles from this era 
exhibit common features. These features include omniscient narration, the mixture of 
classical, vernacular and colloquial Chinese, and didacticism. Furthermore, intertitles 
from this era are often well designed, whether with ornamental frames, illustrations, 
or patterned backgrounds.  
A. Omniscient Narration   
Omniscient narration is “a form of third-person narration in which the teller of 
the story, who often appears to speak with the voice of the author himself, assumes 
an all-knowing perspective on the story being told: dividing into private thoughts, 
narrating secret or hidden events, and jumping between spaces and times.” 28 
Todorove argued that omniscient narration referred to the formula “Narrator > 
Character,” where the narrator knows more than the characters, or rather says more 
than any characters knows (as cited in Genette, 1980, p. 189). 
The first trait of Chinese intertitles is that they help Chinese silent films form 
an omniscient narrative by serving as either prologue or commentary intertitles, with 
the latter being embedded throughout the narrative.  
Intertitle as prologue. Prologue intertitles refer to intertitles that function like 
a ‘curtain-raiser’ for a film. Bordwell has noted (2017), “A film does not just start, it 
begins. The opening provides a basis for what is to come and initiates us into the 
narrative. It raises our expectations by setting up a specific range of possible causes 
                                                             
28 Retrieved from  
https://cla.purdue.edu/academic/english/theory/narratology/terms/omniscient.html 
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for what we see” (p. 85). The opening sequences of 14 out of 20 extant Chinese 
silent films before 1932 are available for viewing and referenced by this study. Seven 
of these 14 films use prologue intertitles. Prologue intertitles from Chinese silent 
films can help us better understand the narrative structure of those films and the 
formation of appropriate expectations among spectators. Prologue intertitles can be 
further classified into four main types.  
In the first type, the main story is preceded by a poem, a short verse, or an 
aphorism, which relates to the film at the thematic level, embodying the motif or 
value system stressed by the film, and providing spectators with moral guidance. The 
Pearl Necklace provides an example of this type of prologue intertitle.  
This film The Pearl Necklace is adapted from the 1884 short story The 
Necklace, written by the French writer Guy de Maupassant. The original story can be 
read as having different themes, such as being a warning against greed, a look at the 
nexus between appearance and reality, or a commentary on class conflict. However, 
when Hou Yao29 transplanted this story to the Chinese context, he narrowed the 
focus and changed the theme to the importance of modesty in women.  
The Chinese story is about Yu-sang, an accountant who borrows an expensive 
pearl necklace for his wife Sui-ching to attend a party held by her friend Mei-sian. 
The necklace vanishes after the party, and Yu-sang pays for this loss by embezzling 
money from his company. Yu-sang later is arrested for embezzlement, and Sui-ching 
sells their house and works hard to support the family. After Yu-sang is released 
from prison, he happens to save Mei-sian’s husband from being beaten by a 
hooligan. Overcome by shame and guilt, Mei-sian’s husband confesses that it was he 
                                                             
29 Hou Yao (侯曜, 1903–1942) was one of the most famous early Chinese filmmakers. He 
joined the Changcheng Film Company in 1927. He directed many famous films, such as The 
Abandoned Wife (Qifu, 棄婦, 1924), Romance of the Western Chamber (Xixiang ji, 西廂記, 
1927) and Mulan Joins the Army (Mulan congjun, 木蘭從軍, 1928).  
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who hired the hooligan to steal the necklace from Sui-ching. The hooligan had been 
threatening him to make him pay extra money in exchange for keeping their secret. 
Mei-sian and her husband eventually buy back Sui-ching’s house for her and hire 
Yu-sang as an accountant.  
The film’s theme is revealed in the first shot and reinforced by the characters’ 
lines. The first shot reads:  
ST (Source Text)30: 君知否？君知否？一串珎珠萬斛愁！婦人若被虛
榮誤，夫壻為她作馬牛. 
TT (Target Text)31: Don’t you know? Don’t you know? A pearl necklace 
equals to million strings of sorrow, If a woman drag herself down to the 
road of vanity, Her husband will be her victim surely.  
The short verse at the beginning of the film highlights the moral percept of ‘vanity.’ 
‘Vanity’ and its synonym ‘ostentation,’ as a motif, constantly reappear throughout 
the film to highlight its theme (to be discussed in depth later).  
The second type of prologue intertitle takes the form of a poem or short verse 
that obliquely references the main story and foreshadows the characters’ fate or the 
narrative trajectory.  
The intertitle at the outset of The Peach Girl (a.k.a. Peach Blossom Weeps 
Tears of Blood) is an apt illustration. The film tells a love story between a peasant 
girl named Lim and an upper-class boy called King Teh-en. Although King’s mother 
is an urbane landowner, he nevertheless falls in love with his childhood playmate 
Lim. The pair are kept apart by strict societal morals, and the tragic love story ends 
                                                             
30 When it comes to the concept in translation, Jeremy Munday (2001) suggested that “The 
process of translation between two different languages involves the translator changing an 
original written text (the source text or ST) in the original verbal language (the source 
language or SL) into a written text (the target text or TT) in a different verbal language (the 
target language or TL)” (p. 5).  
31 See note 30.  
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with Lim’s death. In a parallel story, the intertitles in the first shot draw an 
association between Lim and a peach blossom:    
ST: 胭脂鮮艶何相類, 花之顏色人之淚. 
      若將人淚比桃花, 淚自長流花自媚. 
      淚眼觀花淚易乾, 淚乾春盡花憔悴.  
TT: For ages in China, the tender color of the peach blossoms has 
been compared to that of human tear drops for the peach tree speaks of 
love, of sorrow and of tears. 
This three-line poem is quoted from Peach-Blossom (Taohua xing, 桃花行) 
written by Lin Daiyu in A Dream of Red Mansions (Honglou meng, 紅樓夢)32. Yang 
Xianyi and Gladys Yang translated these lines of the poem as follows:  
To what can the vividness of rouge be likened?  
The colour of flowers? A girl’s tears dropping slow? 
If tears are likened to blossom,  
Long as the blooms retain their charm they flow.  
As she gazes at the blossom, her tears run dry— 
Her tears run dry, spring ends, blooms fade away; 
In the poem, Lin Diayu drew an analogy between the peach-blossoms outside and the 
girl within, where the latter referred to herself. On the one hand, the phrase 
                                                             
32 Honglou meng was written by Cao Xueqin (1715/1724–1763/1764) in Qing dynasty. It is 
considered to be one of the China’s Four Great Classical Novels. It had been translated by 
different translators. David Hawkes published the first complete English translation The 
Story of the Stone in three volumes between 1973 and 1980. Yang Xianyi (楊憲益, 
1915-2009) and his wife Gladys Yang (Dai Naidie, 戴乃迭 , 1919-1999), who were 
respected and prolific literary translators, translated a complete version as well. I will adopt 
Yang’s translation in this thesis. They translated the title into A Dream of Red Mansions. The 
poem Peach Blossom occurs in chapter 23 “Lines from The Western Chamber Are Quoted in 
Fun; A Song from Peony Pavilion Distresses A Tender Heart” (Xi xiangji miaoci tong xiyu; 
Mu danting yanqu jing fangxin, 西廂記妙詞通戲語，牡丹亭艷曲警芳心). 
62 
“Luxuriant the foliage and blooms. With petals a fresh red, leaves emerald green” 
mirrors her loneliness and depression; on the other hand, the poem prophetically 
symbolizes Lin Daiyu’s tragic life, which was as short and fragile as the peach 
blossom.   
By placing this text which includes gloomy images such as tears and faded 
blossoms at the outset of the film, the director and screenwriter Bu Wancang33 
sought to use this melancholic poem to help the spectators correctly anticipate the 
film’s story: the heroine Lim is a beautiful girl who would live a short and 
unfortunate life. As the narrative develops, Lim’s mother constantly makes the 
comparison between Lim and the peach blossom and so further emphasizes the 
metaphor. 
The connection between Lim and peach blossoms is first drawn by the midwife 
at the girl’s brith. When Lim is born, the midwife says: 
ST: 先開花後結果 恭喜你添了一个姑娘.  
My Translation (MT): The blossom comes first and then the tree bears 
fruits. Congratulations, it is a girl.  
TT: Congratulations! It is a girl. 
Then her mother directly links Lim to the peach blossom, saying: 
ST: 琳姑這孩子真奇怪, 見了桃花就不哭了. 
TT: Isn’t it strange? Little baby Lim stopped crying the moment she 
set eyes on these blossoms.  
                                                             
33 Bu Wancang (卜萬蒼, 1903-1974), also known by his English name Richard Poh, was 
one of the most respected Chinese film directors. He worked for many film studios including 
Mingxing Film Company and Lianhua Film Company. His famous titles included The 
Confession (Liangxin fuhuo, 良心復活, 1926), Three Modern Women (Sange modeng 
nüxing, 三個摩登女性, 1933), Dream of the Red Chamber (Honglou meng, 紅樓夢, 1944), 
and Lilac (Zi dingxiang, 紫丁香, 1968).   
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Lim’s parents plant a peach tree in the yard, and let it grow up together with Lim. On 
Lim’s fifth birthday, her mother again emphasizes the connection between the peach 
blossom and her daughter: 
ST: 今天是百花生日, 牠和你同年, 也是五歲了. 
TT: To-day is the birthday of the flowers. Like you, it is also five 
years old. 
She then goes on to expand on the symbolism, saying: 
ST: 這株桃樹和你很有關係，你將來做人做淂好，他開的花必定鮮
艶 倘是不學好那末... 
TT: This peach tree is going to be a symbol of your life. It will have 
beautiful blossoms, if you grow up to be good. But if not, then… 
When considerations of social class lead King’s mother to separate Lim and her son, 
Lim’s life becomes so painful that she considers becoming a prostitute to raise her 
kid and cure her sick father. The image of the peach blossom occurs again, with the 
intertitle reading:  
ST: 昔日花紅葉綠，今天枝折根枯.   
TT: This withered tree was once in beautiful blossoms.  
At the end of the film, when King, his mother, and Lim’s father come to visit Lim’s 
tomb together, the intertitle reads:  
ST: 花瓣淚珠一点一点的落在琳姑的墓前.  
TT: Like tear drops, the petals from the peach blossoms fall upon 
Lim’s grave.  
Throughout the film, the parallel between the peach blossom and her fate acts 
as the hidden storyline that links all the characters’ joys and sorrows, separations, 
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and reunions, and helps to clarify and advance the narrative.   
The third type of prologue intertitle describes elements directly or indirectly 
related to the film. Such prologue intertitles has only a tenuous relationship with the 
film. For instance, the events of the love story The Willow Pattern Plate (1925) are 
drawn on a clay plate, and the intertitle at the beginning of the film therefore offers a 
brief description of the Chinese pottery industry. The intertitle reads,  
ST: 陶業乃一門古藝, 中國自古已以制瓷器著. 業陶者由父以術傳
子. 故能精於斯業。 
TT: The Potter’s is an ancient calling. Throughout long ages the 
Chinese have known the secrets of its art. Handing down their knowledge 
from father to son, they have become adepts in their work.  
Similarly, A Spray of Plum Blossoms is adapted from a Shakespeare play and 
therefore opens with lines from Shakespeare: “All the world’s a stage, / And all the 
men and women merely players; / They have their exits and their entrances, / And 
one man in his time plays many parts”34.  
The final type of intertitle serves as a prologue can be considered to have a 
special nature. An example occurs in Laborer’s Love, where the intertitles offer a 





                                                             
34 This is directly quoted from Shakespeare’s play As You Like It. Retrieved from 
https://www.sparknotes.com/nofear/shakespeare/asyoulikeit/page_96/.  
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MT: Carpenter Zheng has returned from Southeast Asia and now 
works as a fruit vendor. He falls in love with Zhu, the daughter of a 
doctor. He asks for Zhu’s hand in marriage, and her father says he will 
consent to the marriage only if Carpenter Zheng can somehow improve 
his business. Zheng therefore comes up with an excellent plan, and the 
lovers finally get married. 
TT: Story 
A doctor in needy circumstances, whose daughter is much admired by a 
fruit shop proprietor (formerly a carpenter) who sticks to the tools of his 
trade. 
The Chinese intertitle acts as the synopsis of the film, sketching its storyline. As the 
conflict unfolds, the text-image story stretches this intertitle into a more complicated 
narrative by giving more detailed information on the characters and events. Another 
example of this type is The Country Maid (Xiang guniang, 鄉姑娘 , dir. Liu 
Zhaoming, 1926). This nine-reel film is not currently available for viewing, but its 
script indicates that the first shot is preceded by an intertitle that reads: “A couple in 
love broke up because of a misunderstanding. They were led astray by vanity. Later 
they became aware of and confessed to their previous mistakes.”35 The prologue 
intertitle of this film also provides spectators a sketch of the subsequent text-image 
story.  
Commentary intertitle. Besides prologue intertitles, commentary intertitles 
help to construct the omniscient narrative of Chinese films. Commentary intertitles 
present comments from the filmmakers themselves. These filmmakers are cast in the 
                                                             
35 The script and intertitles of this film were published in the Changcheng Special Issue (as 
cited in Zheng & Liu, 1996, p. 715).  
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role of omniscient narrators, and frequently interrupt the story to add their own 
comments.  
For example, in The Pearl Necklace, when Yu-sang seeks help from relatives 
and friends in finding work after his release from jail, no one is willing to help. The 
filmmaker comments critically on the situation, saying:  
ST: 世態炎涼，人情薄似春水 
TT: The world is cold. Friendship and affection may be thinner than 
spring ice. 
The filmmaker thus comments not only on the scene, but also on the material world 
generally. Notably, both prologue intertitles and commentary intertitles embedded in 
the narrative remind spectators of the synchronous juxtapositioning of two parallel 
space-times.  
B. The Mixture of Classical, Vernacular, and Colloquial Chinese  
In the screen script of The Last Conscience (Zuihou zhi liangxin, 最後之良心, 
dir. Zhang Shichuan, 1925), which was published in Mingxing Special Issue, Zheng 
Zhengqiu and Zhou Jianyun stated that all the previous films produced by Mingxing 
featured general explanations [expository intertitles] written in accessible classical 
Chinese and subordinate explanations [dialogues] in vernacular Chinese (as cited in 
Zheng & Liu, 1996, p. 236). Similar to their statment, Chinese intertitles are written 
in semi-classical and vernacular Chinese, sometimes supplemented with colloquial 
Chinese.  
Expository titles are in semi-classical Chinese. In Chinese silent films, most 
expository intertitles are written in simple and readable semi-classical Chinese to 
ensure accessibility to most spectators.  
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Red Heroine provides an example. One of the expository intertitles which 
fulfills both identification and characterization reads:   
ST: 其祖母瞽而癱。惟恃芸姑手工所入。㕥作甘旨。 
TT: Her grandmother blind and paralysis, depend upon the income of 
Yun Ko’s handiwork for living. 
Using semi-classical Chinese, this 
intertitle is concise but delivers rich 
messages. It first articulates the 
relationship between the two 
characters in the subsequent 
pictorial shot (Fig. 2.1). Also, the 
intertitle portrays the salient traits of 
Yun’s grandmother, which play 
causal roles in the overall story. When Yun, the grandmother and Yun’s cousin are 
fleeing bandits, her cousin must pay more attention to the grandmother than to Yun, 
because the grandmother is “blind” and “paralyzed.” As a result, Yun becomes 
accidentally separated from her cousin and grandmother by refugees, and caught by 
bandits.   
Additionally, the expository intertitle functioning as narrative summary in The 
Stormy Night is another apt illustration. To indicate the male protagonist Yu, a 
writer, has become sick from overwork, the intertitle reads:   
ST: 硯田可耕. 腦汁果能常灌溉乎.  
MT: Ink stone, like farmland, can be watered. Can the brain be 
frequently irrigated?  
TT: Yu becomes ill through overwork.  
2.1 Red Heroine (1929): Yun Ko and her 
grandmother 
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The succinct Chinese intertitle draws an analogy between the writer’s brain and 
the ink stone, an indispensable tool he uses daily in his work and that symbolizes his 
identity. Just as the ink stone needs water to function properly, the hardworking 
writer needs rest. If written in vernacular Chinese, these numerous layers of 
meanings could have been expressed only through a very lengthy intertitle. If 
dropping the metaphor to maintain neat and tidy syntax, then the literary quality of 
the sentence would have been negatively impacted.  
Expository intertitles, which serve to identify or characterize the characters, or 
alternatively introduce or summarize events, are required to deliver considerable 
messages. As has been discussed in the “Introduction,” according to early Chinese 
film critics and filmmakers, conciseness is central to the composition of effective 
intertitles. Therefore, written in semi-classical Chinese, these intertitles can clearly 
express more information by using fewer words than vernacular Chinese. 
On the other hand, semi-classical Chinese is also used in expository intertitles 
that serve to amplify the comments, mediated thoughts, or express the emotional 
involvement of the filmmakers because they can express philosophical and abstruse 
ideas for which corresponding words and expressions cannot be found in vernacular 
Chinese. Furthermore, because semi-classical Chinese rather than true classical 
Chinese is used, these intertitles are easily readable and intelligible, thus meeting the 
other essential criteria of simplicity.  
Dialogue titles are written in vernacular, colloquial, or semi-classical 
Chinese. Compared with the relatively consistent morphological feature of 
expository intertitles, the linguistic traits of dialogue are more diverse. Most Chinese 
film critics of the early twentieth century suggested writing dialogue in vernacular or 











Palace. Dongfang Shuo38 replied that the distinguished guest Queen Mother of the 
West would come. She arrived at night, with two bluebirds flying around her and 
looking like phoenixes. Thus, the image of two flying bluebirds is closely associated 
with the arrival of the distinguished guests.  
Against this backdrop, the two birds on the intertitle card represent the arrival 
of the respected guests and so echo the written text. This practice is common in The 
Stormy Night and I will elaborate on it in Chapter 3. Besides, together with the 
decorated English letters, the illustrated intertitle maintains “artistic harmony with 
the pictorial series” (Freeburg, 1918, p.178, as cited in Savukova, 2010, p. 160).  
Finally, the illustration can deliver information that contradicts what is 
enunciated by the written words to provide spectators with cues as to what will really 
happen. For example, in Lustrous Pearl, while the intertitle that identifies the male 
protagonist’s friends reads “And his comrades, Mok Tauk and Luke Loh. 穆鐸，陸
樂，他俩是章雄之助手（阮聖鐸飾）,” the title card presents a painted image of two 
wolves (Fig. 2.8). Similarly, the intertitle introducing the protagonist’s employer 
                                                             
38 Dongfang Shuo (東方朔, c.161 BCE—c. 93 BCE) was a famous literato in Han dynasty.  
2.8 Lustrous Pearl: the intertitle used to 
identify the male protagonist’s friends is 
accompanied by two wolves.   
2.9 Lustrous Pearl: the intertitle used to 
introduce the protagonist’s employer is 
accompanied by a snake.   
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reads “Chiang Tang, one of Chang Yung’s mates. 姜騰，也是章雄的夥計. （張雲
鵬飾）,” against which is juxtaposed an image of a snake (Fig. 2.9). Both the wolf 
and the snake have negative connotations in Chinese culture, and thus these images 
provide a cue to spectators that the characters being introduced are villains. 
Decorated frames, illustrations, and patterned backgrounds all share in 
common an ornamental function. As Victor Freeburg (1918) argued, “commendable 
attempts are already being made to preserve pictorial harmony by decorating 
sub-titles with charcoal or wash drawings or by interweaving the words with 
photographic pictures” (p. 178). Such elaborate intertitles demonstrate the way in 
which Chinese filmmakers consider intertitles part of the pictorial series.  
 
II. The Interactions between Intertitles and Images 
How will the filmmaker direct the attention of spectators to navigate their 
interpretations of a scene? How will the director retain the attention of spectators and 
maintain unbroken connections with preceding shots? In silent films, given that 
meanings are generated by intertitles and moving images, how do intertitles function 
to promote narrative clarity? Do intertitles simply repeat information provided in 
images or do they underscore certain messages? Alternatively, do intertitles add new 
meanings to moving images? 
To better demonstrate the interactions between intertitles and images in 
Chinese films, I draw close attention to intertitles from Laborer’s Love (1922) and 
The Peach Girl (1931) to delineate my arguments because these two films contain 
examples of every way that intertitles interact with images. Laborer’s Love is the 
earliest extant film from China, released by Mingxing in 1922, having been written 
80 
by Zheng Zhengqiu and directed by Zhang Shichuan39. The film is a romantic 
comedy involving carpenter Zheng, who has left his former trade to become a fruit 
vendor, and a doctor’s daughter.  
Given how intertitles interact with images to generate meaning, I propose that 
intertitles in Chinese films identify, interpret, supplement, and articulate the 
messages delivered by images. I begin my discussion with intertitles serving as 
identifications.  
A. Identification 
Intertitles can be used to identify scenes or elements within scenes, such as 
introducing characters and providing temporal and spatial indicators. The 
identification of heroine Lim in The Peach Girl provides an example of intertitles 
working in this way. This film can be divided into three parts. The first part presents 
King and Lim, who bond in childhood. The second part describes how the pair fall in 
love as they grow up and the good days they spend together. The last part starts when 
they are separated by Mrs. King, and ends with Lim’s death. 
The intertitle “桃花含苞欲放之際，正琳姑情竇初開之時 . The peach 
blossoms are in bloom, as Miss Lim’s heart feels the first throbs of love.” locates the 
point when Ruan Lingyu40, cast as the adult Lim, first appears on the stage. This 
intertitle establishes a romantic atmosphere for the following scene, and is followed 
by an extra-long shot in which a modestly dressed girl spins yarn while sitting under 
                                                             
39 Zhang Shichuan (張石川, 1889-1953) was a director and producer, and co-founder of 
Mingxing Film Company. He co-produced many films with Zheng Zhengqiu. See note 1. 
40 Ruan Lingyu (阮玲玉, Ruan Fenggen, 1910-1935) was born in Shanghai. Also known by 
her English name Lily Yuen, she was one of the most popular actresses in the era of silent 
film. She starred in so many famous films, such as The Goddess (Shennü, 神女, dir. Wu 
Yonggang, 1934), a film that is considered as the pinnacle of Chinese silent cinema; The 
New Woman (Xin nüxing, 新女性, dir. Cai Chusheng, 1935); and Three Modern Woman 
(1934). She committed suicide in 1935.  
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2.10-2.13 The Peach Girl (1931): Lim’s identification  
a peach tree in a yard, against a background of timbered cottages and a wandering 
lamb. The girl’s face is not visible because her head is bowed. The scene is vivid and 
attractive, simultaneously representing Lim’s social status and displaying the beauty 
of country life. The camera then gradually tracks in. In a full-length shot, the girl 
raises her head. Right before the spectators can see her face, the intertitle shot cuts 
in:  
ST: 荳蔻年華之琳姑。 
TT: Miss Lim, a grown up girl.  
After this shot, a medium close shot of Lim that clearly shows her facial features 
completes the identification (Fig. 2.10-2.13). The intertitle has a delicate design. 
Besides the written words in the middle which identify the girl shown in the previous 
and subsequent shots, the top left side shows an illustration of a girl’s smiling face, 
with peach blossoms in the background. The illustration on the title card, juxtaposes 
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2.14 Laborer’s Love: the girl is sewing her 
father’s gown in front of the public.  
the girl’s face with peach blossoms, once again indicating the relationship between 
the pair. Additionally, through identifying Lim as “荳蔻年華” (a young teenager), 
the intertitle simultaneously offers a temporal cue and identifies her age.  
Similarly, in Laborer’s Love, the intertitle identifies the doctor and his 
daughter shown in the visuals,  
ST: 窮醫生父女  鄭公 余 瑛 
TT: THE POOR DOCTOR AND DAUGHTER.  
          CHENG KUNG  YU YING 
As has been pointed out in the “Introduction,” characters’ identifications were 
always accompanied by characterizations. Besides identifying the characters, the 
adjective “poor” straightforwardly 
indicates one of their most salient traits. 
Echoing this adjective, the girl sews her 
father’s gown while the garment is 
being worn by him, as he stands in his 
clinic in front of the public (Fig. 2.14). 
By fusing with images, the intertitle 
effectively identifies and characterizes 
those images. 
Besides, intertitles as spatial markers can identify the locales where events 
occur, link events occurring across time and space, and thus to help spectators 
understand the cause and effect.  
According to Zhang Zhen (2005), who divided Laborer’s Love into three parts, 
the first part of the story, in which “the vendor desires the doctor’s daughter and 
proposes marriage, happens in the exterior space, including the fruit shop, the 
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doctor’s shop, and the teahouse” (p. 109-110). To identify the teahouse and the 
characters in the moving images, the intertitle reads:  
ST: 小茶館裡，無賴聚會.  
MT: The hooligans are gathering in the teahouse.  
TT: THE HAUNT OF THE NEAR-DO-WELLS. 
This identification is crucial because the teahouse is an important locale and the 
hooligans help to advance the story. In the subsequent scene, when the doctor’s 
daughter comes for water, she is teased by hooligans and Zheng saves her, 
representing a classical theme of a ‘princess in jeopardy’ (Yingxiong jiumei, 英雄救
美), and leading the carpenter to ask for the girl’s hand in marriage.  
B. Interpretation 
Barthes (1964/1977) pointed out that images were polysemous. Text was one 
technique that could “fix the floating chain of signifieds” by not only identifying the 
elements in the images or scenes, or even the images or scenes themselves, but also 
by assisting in interpretation (p. 39-41).  
In the context of motion pictures, mise-en-scene, which “guide[s] our attention 
across the complex visual field, play[s] hide-and-seek with our expectations, 
summon[s] up expressive qualities like delicacy or dynamism, and participate[s] in a 
broader narrative patterning” (Bordwell, 2005, p. 11-16), can narrow the polysemous 
signifieds and thus privilege certain events, objects, and characters within the frame.  
However, the meaning that silent cinema attempts to forge lies not only in 
images themselves but also in the interactions and associations between 
mise-en-scene and intertitles. In other words, intertitles create meaning by 
interplaying with mise-en-scene.  
Intertitles and mise-en-scene can form a connotative relationship. When 
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mise-en-scene steers spectators’ attention to a single area of a shot, intertitles placed 
before the sequence, by directly informing the spectators how to interpret these 
objects or actions, guide their understanding of the visuals.  
When the mise-en-scene and framings fail to clarify the essential narrative 
information and deliver it to spectators, it is intertitles that first fasten spectators’ 
attention on certain elements or actions alone, and then direct them to figure out how 
these images could fit together. Intertitles help spectators draw cause-effect relations 
and shape their understanding of the pictorial narrativity.  
Emphasizing the crucial information. The first ten minutes of Laborer’s 
Love introduce the characters and elucidate their relations. After the initial 
‘synopsis,’ intertitles begin to identify and characterize the protagonist:   
ST: 改業水菓的，鄭木匠 
MT: Carpenter Zheng has changed his profession and is now a fruit 
vendor 
TT: CHENG — THE FRUIT SELLER 
Before spectators immerse themselves in the flow of pictorial shots, compared with 
the English intertitle, the Chinese intertitle better highlights the vital information: 
fruit vendor Zheng used to be a carpenter. The subsequent moving images emphasize 
his dual professions by mise-en-scene and framings.  
The sequence of visuals begin with a medium shot in which Zheng lays out the 
structure of a watermelon using a square (Fig. 2.15), draws long, straight lines with 
an ink marker box (Fig. 2.16); then a close-up shows him cutting the watermelon 
with a saw (Fig. 2.17). The film then shows how he peels the sugarcane: in medium 
shot, he first measures its length with a square (Fig. 2.18); in a closer shot, he cuts 
the stalk with an ax and peels it with a hand plane (Fig. 2.19-2.20). In these pictorial 
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shots, the carpentry tools are given privileged positions by the carpenter’s 
exaggerated performances. 
The Chinese intertitle and mise-en-scene, including the camera movement and 
the actor’s exaggerated performances, such as holding a square and making invisible 
drawings in the air before undertaking the real measurement, work together to draw 
spectators’ attention to his carpentry tools and sophisticated skills: both of which 
elements make him who he is. As “a character is given traits that will play causal 
roles in the overall story action” (Bordwell, 2017, p. 78), the qualities Zheng displays 
in this opening scene are relevant to later scenes: now he merely uses his tools to cut 
fruits, later he will use them to cut the real materials to realize his plan to win the girl 
he loves. Therefore, the significance of Zheng’s dual professions is set: the Chinese 
intertitle first clearly states this, which will guide spectators’ attention on his 
carpentry tools and skills across the visual field; the subsequent pictorial track 
reinforces it by mise-en-scene.  
2.15-2.20 Laborer’s Love: the visuals identify Zheng and emphasize his dual professions.  
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Pinpointing the essential information. The “framings and staging did not 
always single out the salient actions for the spectator” (Thompson, 1985, p. 268), so 
intertitles clarify the theme of the scene before the pictorial track helps spectators 
grasp the most important information among the cluster of items the directors packed 
up in the frames.  
First, intertitles can single out the crucial information by simplifying the 
messages delivered by moving images. In Laborer’s Love, after the doctor refuses 
carpenter Zheng’s proposal, the intertitle reads:  
ST: 可憐的鄭木匠！因為求婚失望，只好關上排門去睡覺.  
MT: Poor Zheng. Having failed in his proposal of marriage, he can 
only close the door and go to bed.  
TT: Cheng much disappointed in love matters is very miserable. 
The subsequent moving images convey more information than the intertitle. In a 
medium-long shot, a scowling Zheng slouches over. However, taking out the 
handkerchief of the girl he loves and smelling it causes him to beam with pleasure. 
Then through circling his hand in front of his eyes to imitate the glasses worn by the 
doctor, he signals to the spectators that he is thinking about the doctor. He further 
externalizes his inner dimension through a stage performance with a tableau effect: 
shrugging his shoulders, raising his outstretched hands in supplication to the sky, and 
curling his lips. Then he turns around and closes the door. Visually his actions and 
expressions register happiness, sadness, and helplessness.  
On the other hand, the Chinese intertitle, “Poor Zheng” in the first part of this 
sentence represents the author offering an abrupt emphatic exclamation expressing 
his emotional involvement with Zheng and his bad luck. The filmmaker, instead of 
being an omniscient storyteller, acts as “a representative of the audience… an 
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exemplar of spectatorship that individual viewer was asked to follow” (Gerow, 1996, 
p. 217)41. The second part of the sentence summarizes the previous story by simply 
saying “Having failed in his proposal of marriage,” and then, functioning as a 
transition, it leads the spectators into the second part of the film with the words 
“close the door and go to bed.” Zheng comes up with his clever plan as a result of 
being awoken by the uproar in the night club upstairs at 2:50 a.m., then hearing 
people walking downstairs.   
In this light, when a cluster of items and actions are packed in the frames, the 
intertitles simplify and pinpoint the most relevant information that serves the 
narrative function to help spectators receive some messages conveyed by the 
pictorial track while screening others.  
Additionally, intertitles interpret the visuals by directing spectators to fit the 
images together in a certain way. Intertitles focus spectators’ attention on certain 
objects, characters, or events to shape their understanding of the pictorial narrativity. 
In The Peach Girl, when the young sentimental city boy King comes to the 
countryside with his mother to collect rents, he falls in love with Lim. After getting 
permission from his mother, he takes Lim to the city. Incidentally, his mother Mrs. 
King initially is unaware the pair are in love, and believes King’s request to be 
entirely innocuous when he says, “媽，琳姑沒有進過城，我們帶她去玩幾天吧. 
Mother, Lim has never once been in the city. May we take her along for a few days?” 
The filmmaker portrays the pair’s love and life in the city through the intertitle,  
ST: 綠蔭深䖏，常有一對不調和的情人出現.  
                                                             
41 This is the argument Aaron Gerow (1996) gave on the role Japanese benshi (the lecturer 
or interpreter) played in orienting spectators understanding of Japanese silent films. I used it 
to describe the function of this expository intertitle, because in this case, the role of this 
intertitle in influencing spectators’ perception is akin to benshi.  
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MT: Deep in the shade, an incongruous couple is always there. 
TT: To Lim and Teh-en the days of love will be long remembered.  
This intertitle does not directly single out specific items or actions, and nor 
does label a specific event. Instead, it requires the spectators to first decipher the 
visual codes by themselves using the clues offered by the intertitle, and then connect 
the scattered information to generate its meaning. This process resembles piecing 
together a jigsaw puzzle. 
The different messages respectively generated by the interaction between 
Chinese intertitles and images, as well as the interplay between English intertitles 
and images, demonstrate that the different interpretations provided by intertitles 
would guide spectators’ perceptions on the pictorial manifestations and influence 
their understanding of the film. The adjective “不調和” (incongruous) in the Chinese 
intertitle underscores the differences bring by the different social classes. This 
focuses spectators’ attention on the items or clues that illustrate “incongruous.” The 
contrast between the appearances of Lim and a group of modern girls elucidates this 
incongruity (Fig. 2.21-2.22).  
2.21-2.22 The Peach Girl: Lim (left) and the modern girls  
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Unlike city girls who wear watches or bracelets, earrings and rings, and who 
dress in silk chi-pao, Lim wears no makeup, her hair is not permed, and she does not 
dress in beautiful clothes or accessorize with jewellery. Lim is thus an ‘incongruous’ 
match for King, a city boy from a wealthy family.  
On the other hand, as the English intertitles announce the scene is going to be 
about ‘love’ and ‘unfading memories,’ English intertitle readers naturally focus more 
on King and Lim, and their facial expressions which can visualize their visceral 
dimensions: namely the sweet smile on Lim’s face and King’s affectionate and soft 
gaze. Spectators also focus on the romantic atmosphere created by the beautiful 
environment: a stream flowing under a small bridge, where “the riverside is strewn 
with willow trees”42 (Fig. 2.23-2.24).  
This is an example of how spectators of polysemous moving images depend on 
intertitles to locate essential information should the mise-en-scene and framing fail. 
It demonstrates the power of intertitles, which can alter spectators’ understanding of 
what is onscreen. A scene is always deciphered by spectators from a certain point of 
                                                             
42 This is one line from the English translation of Liu Yong’s ci-poem (ci, 詞): To the Tune 
of Yu Lin Ling (Yu Lin Ling, 雨霖鈴). 
2.23-2.24 In this scene from The Peach Girl, English intertitle readers may pay more 
attention to the beautiful scenery and the protagonists’ facial expressions.  
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view, and this perspective shapes the meanings that spectators will generate. 
Intertitles thus are vital for configuring the narrative structure. They interpret the 
images to orient spectators’ organization of the elements in the pictorial shots to 
facilitate certain configurations while impeding others.  
C. Supplement 
By providing different information from the visuals, intertitles can supplement 
those visuals. This resembles Barthes’s (1964/1977) argument that the text serves as 
the “relay.” He argued that both images and texts are “fragments of a more general 
syntagma and the unity of the message is realized at a higher level” (p. 41). I divided 
Barthes’ ‘relay’ into two categories.  
For one thing, within title cards, intertitles can form a complementary 
relationship with illustrations. For another, intertitles can deliver messages that 
pictorial shots cannot show. These messages can be linked with the information 
carried by the pictorial shots and so help complete the narrative chain. For example, 
dialogue intertitles can complete the narrative by offering crucial information that 
visuals cannot show, such as verbalizing characters’ thoughts, which serve to explain 
their motivations and intentions. Intertitles can do this more accurately and clearly 
than pictorial manifestations.  
Forming a complete syntax with illustrations. Intertitles and illustrations 
mutually complementing each other can be found in the characterization of the cattle 
thief, a supporting role in The Peach Girl. When the villain comes onto the stage, the 
intertitle (Fig. 2.25) reads:  
ST: 劫牛賊活張飛.  









This chapter examines the characteristics of intertitles in terms of their impact 
on the narrative, aesthetic, and ideology of Chinese films. Additionally, this chapter 
construed interactions between intertitles and both static and moving images to argue 
that the ways intertitles interplay with images orient spectators’ understanding of 
films.  
Through analyzing both the intertitles at the start of films and the commentary 
intertitles embedded in the narrative, I suggest that by fusing with images, intertitles 
help to build the omniscient narrative of Chinese films. Filmmakers are cast as 
omniscient storytellers who provide comments, including critical observations, moral 
guidance, and ideological information, to orient spectators’ interpretations. 
The morphological features of intertitles, including their mixing of 
semi-classical, vernacular, and colloquial Chinese, and their didacticism focused on 
advocating traditional Chinese ethnics and providing moral guidelines for women, 
were immersed in the network of socio-cultural discourses. By contextualizing these 
features of intertitles, I find resonance between intertitles and Chinese popular 
culture, with both being representations of the linguistic environment in the early 
decades of Republican China. Additionally, the didacticism reflects the increasing 
awareness of early Chinese filmmakers that film could be a powerful medium for 
promoting public education.  
Ornamental frames are used to emphasize the proprietary rights of the film 
production company, to reiterate the films’ central object, and for advertising. The 
illustrations and patterned backgrounds serve narrative functions. Their shared 
graphic function demonstrates the perception of Chinese filmmakers in considering 
intertitles part of the pictorial series.  
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While the characteristics of intertitles affect how spectators engage with the 
film, the different ways they interplay with images can orient how spectators 
understand the films. Firstly, intertitles can identify elements within scenes or scenes 
themselves. Additionally, by interacting with mise-en-scene, intertitles can single out 
essential information among the cluster of items that filmmakers have installed in 
images, and interpret pictorial manifestations to direct spectators’ understanding of 
what is depicted onscreen.  
Besides, intertitles can supplement the visuals by providing different 
information. On the one hand, within the title cards, when intertitles and illustrations 
are just fragmented parts of a “more general syntagm,” they form the complete 
narrative information by complementing each other. On the other hand, by 
verbalizing information that is difficult to show by the dramatic action, such as 
sketching relationships between characters and explicating the characters’ visceral 
dimensions, intertitles can help spectators by linking information and completing 
cause-effect chains.  
Representing an external narration, intertitles continuously offer spectators 
moral guidance and general wisdom. These articulations are embedded in the 
narrative and function as musical beats, guiding spectators’ interpretations of events 
and reassuring them of the filmmakers’ intentions beneath the unfolding narrative. 
While intertitles as used in Chinese films from 1922 to 1931 drag the 
spectators out of the fictional world and into the material world, making them 
conscious of their act of ‘gazing,’ they also help spectators understand the 
filmmakers’ intentions and the themes of the films, letting them better understand 
and indulge themselves in the story. 
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Chapter 3  The Stormy Night: Mandarin Ducks and Butterflies in Motion 
 
The day before the premiere of The Stormy Night in 1925, the following 
advertisement appeared in the “Entertainment Information” (Youyi xiaoxi, 遊藝消
息) of Shenbao:  
The preview of The Stormy Night, a new production from Dazhonghua 
baihe Film Company, will be held on 6 December, at the Zhongyang 
Grand Theater…Mr. Zhu Shouju directed this film, featuring Ms. Han 
Yunzhen and Mr. Wang Yingzhi. Mr. Zhu directed the film using the 
same narrative device seen in the [novel] Tides of Huangpu. Therefore, 
this film is exquisitely structured and themed. (Dec 5, 1925) 
Zhu Shouju was one of the most influential Butterfly writers. His reputation 
was established by the novel Tides of Huangpu (Xiepu chao, 歇浦潮). Through 
emphasizing the fact that it was directed and written by Zhu, as well as the 
connection between the narrative pattern of this film and Zhu’s previous famous 
novel, this advertisement aims to guide the spectators to link the film with the novel 
and so perceive the film as being more meaningful. It essentially designates the tie 
that binds the filmic and the literary fields together.  
In this light, this chapter will discuss the mediating role of intertitles between 
literature and film through investigating the impact of Butterfly literature on 
intertitles in terms of narrative, style, and ideology, namely its influences on the 
“look and feel” of Chinese silent films. As the previous chapter pointed out that the 
characteristics of intertitles affected how spectators experience or engage with the 
films, and interactions between intertitles and images oriented spectators’ 
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understanding of the films, this chapter deepens the discussion of nexus among the 
traits of intertitles, film form and style, and reception.  
I argue that intertitles transpose salient traits of Butterfly literature onto the 
Chinese cinematic world. Through raising and satisfying spectators’ expectations, 
intertitles and their interactions with images influence spectators’ engagement with 
and perception of the films. I start the discussion by sketching the distinguishing 
features of Butterfly literature and comparing them with the characteristics of films 
with input from Butterfly writers to examine the relationship between the films and 
these literary works. I then look closely at The Stormy Night to map the attempt by 
this film to render or imitate the reading experience of Butterfly literature through 
examining intertitles and how they relate to images. 
 
I. Butterfly Writers and Chinese Silent Cinema 
A. Butterfly Writers as Intertitle Writers 
Yao Sufeng (1905-1974), one of the most famous Butterfly writers, once 
mentioned that he hoped to become an intertitle writer and did not care about the 
salary (1933, p. 1). In Reminiscences of the Bracelet Shadow Chamber 
(Chuanyinglou huiyilu, 釧影樓回憶錄 ), Bao Tianxiao (1973) recounted his 
experience of creating intertitles at Mingxing: 
Intertitles were always made in the evening. We went to the studio 
around 7 p.m. and had dinner there. Usually we kept working until 
midnight. Besides myself, Zhang Shichuan and Zheng Zhengqiu would 
also come. At that time, only few directors worked for Mingxing. Later, 
when Hong Shen joined the company, he would also come and help (p. 
97).  
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I examined 20 extant Chinese silent films from 1922 to 1931, as well as the 
written materials of other 666 films from the same period. Of this sample, 146 works 
have clear indications of intertitles’ authorship. From Table 3.1, Butterfly writers 
accounted for 27 of these films. 
Table 3.1   





Title Production Company Year 
Bao Tianxiao Suspects of Couple/The Newlyweds 
(Xinren de jiating, 新人的家庭) Mingxing  1925 
The Daughter of a Wealthy Family 
(Furen zhi nü, 富人之女) Mingxing  1926 
The Confession (Liangxin fuhuo/Chan 
hui, 良心復活/懺悔) Mingxing  1926 
Fiancée (Weihunqi, 未婚妻)  Mingxing  1926 
Cheng 
Xiaoqing  
A Shadow on the Window 
(Chuangshang renying, 窗上人影) Mingxing  1931 
A Kind Mother (Cimu, 慈母) Mingxing  1932 
Liu Huogong The Deadly Sins (Niehai jingtao, 孽海
驚濤) 
Daya  1926 
The Great Knight-Errant Bai 
Maotui/The Legs with White Hairs 
(Daxia Baimaotui, 大俠白毛腿) 
Tianyi  1927 
Jiang Laowu and Her Boyfriend (Jiang 
Hongying laowu/Jiang Laowu Xunqing 
ji, 蔣紅英老五/蔣老五尋情記) 
Tianyi  1927 
A Crushing Blow (Liu Guanzhang 
dapo huangjin, 劉關張大破黃巾) Tianyi  1927 
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Princess Iron Fan (Tieshan gongzhu, 
鐵扇公主) Tianyi  1927 
New Camellia/New La Dame aux 
camélias (Xin Chahua, 新茶花) Tianyi  1927 
Zhu Yuanzhang The First Emperor of 
Ming Dynasty (Zhu Hongwu, 朱洪武) Tianyi  1927 
Song Jiang (Song Jiang, 宋江) Qingnian  1927 
Mulan Joins the Army (Mulan congjun, 
木蘭從軍) Tianyi  1928 




Xu Bibo  Complaints (Qiushan yuan, 秋扇怨) Youlian  1925 
A Bastard (Changmen zhi zi, 娼門之
子) Youlian  1926 
Hero and Heroine (Four series) (Ernü 
yingxiong, 兒女英雄) Youlian  
1927- 
1930 
Bandits from Shantung (Shangdong 
xiangma, 山東響馬)  Youlian  1927 
Red Heroine (Hong xia, 紅俠) Youlian  1929 
Yan Duhe A Virtuous Woman (Kongmen xian xi, 
空門賢媳)  Xinren 1926 
Zhang Shewo She Wants to be a Free Woman 
(Huaguo da zongtong, 花國大總統) Zhonghua diyi  1928 
Zhou 
Shoujuan  
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When Bohdan Y. Nebesio (1996) discussed the morphological traits of 
Alexander Dovzhenko’s expository intertitles from the perspective of Formalist 
terminology, he argued that although the titles were written in poetic language, the 
value of distinguishing such poetic language from practical language was limited in 
intertitle evaluation because literary prose was the accepted standard for expository 
intertitles (p. 687).  
However, poetic language was not the everyday language of Chinese silent 
films in the early decades of the twentieth century when Chinese cinema remained in 
its embryonic stage. As indicated in “Introduction,” intertitles were required to be 
written in concise and simple language so that they would be intelligible to a diverse 
audience, including both old and young, male and female, knowledgeable and 
ordinary people. After examining the extant published materials related to Chinese 
silent films, I agree with Pan Jian’s statement on the literary quality of early Chinese 
cinema. Pan (2006) suggested that the language of scripts, synopses, and intertitles 
was coarse and lacked literary qualities, while the stories were straightforward, and 
structurally rough. Simultaneously, Pan indicated that intertitles written by Butterfly 
writers and possessing distinct literary qualities represent an extension of their 
literary writing. Together with the visuals, such intertitles helped create a unique 
“Literary Video Style (wenxuehua yingxiang fengge, 文學化影像風格).” Butterfly 
writers successfully combined ‘high’ with ‘low’ arts, modernity with tradition, and 
formed the “Literary Film Narration (wenxuehua dianying xushi, 文學化電影敘事)” 
(p. 33-53).  
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Inspired by Pan’s arguments, I wish to continue the study on the intersection of 
literary and filmic practices through the prism of intertitles. How films with direct or 
indirect input from Butterfly writers relate to Butterfly literature? In what ways can 
intertitles be identified as the mediator between the literary and filmic worlds of 
Butterfly writers? To answer these questions, I will compare the common features 
embodied by Butterfly literature with the characteristics of films that Butterfly 
writers participated in making to emphasize the impact of Butterfly writers on 
Chinese silent films.  
B. Rendering the Reading Experience of Butterfly Literature 
Although the Butterfly school lacked organization and unified criteria, literary 
works from this school nevertheless share common traits. And these traits were 
represented by many Chinese silent films, films that Butterfly writers engaged in 
making, in particular.   
First among these traits is omniscient narration. Butterfly literature is 
representative of the Chinese vernacular fiction popular during the late Qing dynasty 
and the early Republican Era. Such works usually begin with either short verses and 
poems, or anecdotes in the form of short stories, thus providing structure to the 
omniscient narration. Zhu Shouju’s Tides of Huangpu starts with a poem and an 
anecdote that together demonstrate the major theme, solicit the readers’ attention, 
and guide their anticipation of what is to come. After the poem and anecdote, by 
writing “If you do want to know how the Tides of Huangpu begins, dear readers, 
listen today while I narrate the story,” Zhu Shouju casts in a storyteller who knows 
everything about what is to be recounted and is willing to share it with the readers. 
As discussed in the previous chapter, such formative resonance could be found in 
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Chinese silent films as the prologue and commentary intertitles helped constitute the 
omniscient narration.  
The second common trait that Butterfly literature and Chinese silent films 
share pertains to an ambivalence towards Chinese modernization. On the one hand, 
Butterfly writers are eager to “move from feudal, paternalistic cultural patrimony to 
the cosmopolitan, democratic aspirations of the twentieth century” (E. Yeh, 2012, p. 
68); simultaneously, they remained influenced by certain traditional ethics. Bao 
Tianxiao (1971) defined his conflicting position by proposing “promote systemic 
reform, maintain traditional morality (tichang xin gaizhi, baoshou jiu daode, 提倡新
改制，保守舊道德)” (as cited in Fan, 2013, p. 93). Such attitudes and themes were 
incorporated into Chinese films. 
Two Stars (1931) was adapted from Zhang Henshui’s novel under the same 
title. This film epitomizes one of the most heated social controversies at that time: 
the paradox between “freedom to love” (ziyou lianai, 自由戀愛) and marital 
obligations. The film features a story between a famous movie star and a new actress. 
The pair fall for each other with she not knowing him being a married man. Butterfly 
writers’ ambivalence is crystallized by the conflicting text-image narrative, involving 
the representations of the romantic moments between the pair, yet the movie star 
ultimately choosing his arranged wife over the actress; as well as the last intertitle 
which reads “愛與禮教相爭，愛之力果大，但勝利終屬禮教。Love Versus Honour. 
Great is the power of Love, but greater still his sense of duty.” It is apparent that 






(as cited in Gunning, 1996, p.73). The text-image story that appears later unveils 
what is happening behind the protagonist’s door.  
Besides the opening scene, elsewhere in the film, intertitles assist in forming an 
omniscient narration by characterizing the characters, formulating their intentions, 
feelings, knowledge, social status, and history, as well as sketching the ties that bind 
characters together.  
The Stormy Night takes place on a stormy night when Yu returns home from 
work. He finds his daughter Jiaona in bed while his wife Zhuang is out partying. The 
intertitle characterizes Zhuang as:  
ST: 一顆交際明星。（莊氏 ） 
MT: A famous party girl — Ms. Zhuang. 
To emphasize the keyword ‘party girl’ in this line and portray the relationship 
between the couple, intertitles contrast the different lifestyles respectively lived by 
the husband and wife,  
ST: 他這裡刮肚抽腸，嘔枯心血。 
MT: He is struggling to grind out some lines. 
ST: 伊這裡塗脂抹粉，賣盡風流。 
MT: She is painting herself to exhibit her sultry beauty. 
These intertitles at the beginning of this film first function to “establish context” 
(Цивьян Юрий, as cited in Kurjački & Uspenski, 2015, p. 30). They set the basic 
tone for each character, introducing their relationships, and helping spectators make 
sense of how the characters behave as the narrative unfolds. For instance, the visuals 
later show that when Jiaona is almost hit by a car, instead of comforting her, Zhuang 
continues trying on a new dress in front of the mirror, asking her husband “你看我這
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套衣裳好不好. How do my clothes appear?”, then instructing “你囘來正好，我要出
去了. You come on time. I shall be away.” Echoing the characterization established 
by the intertitles at the beginning of the film, the scene further portrays her as a 
woman indulging herself “in sentimentality, sensuality, and fantasy” (Y. Zhang, 
1999, p. 203), with family her last consideration.  
Secondly, Zhuang’s traits as identified by the intertitles in the opening scene 
are relevant to later scenes, playing a causal role within the narrative form. Because 
she enjoys an extravagant life, her husband Yu must work hard to support the family. 
Being a conscientious and dedicated writer and husband, he eventually falls ill from 
overwork, and the doctor suggests the family go to the countryside for facilitating his 
recovery. 
The omniscient narrator then emerges to summarize the plot and provide 
temporal-spatial indications, covering the time gaps and maintaining narrative 
continuity by drawing connections between events happening in different locations 
to advances the narrative.  
ST: 半月後. 山村中忽来貴客。  
TT: Visitors of honor to the village. 
Yu’s visit to the countryside marks the start of his romance with Yu-ching, with the 
pair meeting once Yu’s family rent Yu-ching’s house in the village.  
Another indication of omniscient narration is that the filmmaker breaks the 
narrative continuity to offer his interpretations or commentary on the scenes. 
Yu-ching’s father Mr. Pien is a professional Taoist. Besides offering religious 
service, Mr. Pien is also busy collecting rents. One day, after he tells Yu-ching he is 
going to collect rent, the intertitles discontinue the narrative, and the English 
intertitles raise a question:  
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ST: 討欠欵。 
TT: Does he come to collect rent?  
As the narrative unfolds, Mr. Pien comes to a small house, where instead of 
collecting money, he gives some money to a woman. He says: 
ST: 幾天不見. 應該親熱一些。怎地氣吼吼的。 
TT: Why make a long face?  
The woman replies:  
ST: 你倒想得到還要来的。 
TT: What brings you here?  
Then Pien explains:  
ST: 祇為家裡來了客. 沒工夫之故。今兒特地送月費給你來的。 
TT: I am sorry I had no time. Here is the monthly subsidy for you. 
Their conversation discloses the real story: Pien is visiting his mistress and using rent 
collection as an excuse. The content of the intertitles and the moving images 
contradict each other. When Pien revisits his mistress on a stormy night, the intertitle 
sarcastically repeats its previous interpretation:  
ST: 大約他又是討欠欵来的。 
TT: Most probably he’s here rent again.  
Similar ironic commentaries can be found in many parts of this film. When 
Sun Naiwen tries to get out to meet Zhuang, he lies to his wife saying “我有十萬金
的大買賣. 約在今晚談判。須要出去一會. I have to go out this evening to settle an 
important business transaction.” After their conversation and before cutting into the 
next scene, the intertitles underscore his lie by repeating it in the form of an 
expository intertitle:  
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ST: 十萬金買賣之談判。 
TT: Does he come to transact a big amount of business?  
The subsequent visuals show Sun dating Zhuang in a private club rather than 
handling “a big amount of business.” The content of these expository intertitles thus 
contradicts the moving images. These intertitles, for one thing, link events happening 
in different locations, while for another they attempt to solicit more attention from 
spectators by providing information on conflicts among the characters. Through 
highlighting characters lying, these intertitles express the author’s disapproval of the 
characters and events and guide the spectators in understanding the visuals.  
B. Butterfly Writers’ Didacticism  
Critical commentary of the type described above reflects another feature of 
intertitles: didacticism. The author occasionally steps back from his story to directly 
or indirectly pass moral judgments.  
As Zhuang meets Sun in a private club, the intertitle reads:  
ST: 雞偷狗摸的筵會。 
MT: A private place for their illicit relation.   
TT: A place where they meet in private. 
The filmmaker describes the relationship between Zhuang and Sun using the 
negative phrase “雞偷狗摸” (illicit relation), showing his scorn for their behavior. 
Additionally, Sun’s plan to engage in sexual intercourse with Zhuang at his villa is 
interrupted by a flashback that externalizes her visceral struggle. The shot shows 
Zhuang’s warm family life: she and her husband chat happily and cozily while her 
daughter rests in her arms. The shot cuts back to the villa, where Zhuang refuses 
Sun’s advances, saying “為我丈夫和女兒的名譽故. I should refuse on account of 
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my husband’s and daughter’s reputation.” Her refusal thus takes the form of a 
homily, demonstrating the filmmaker’s intention to moralize women that family and 
marriage are more important than sensuality. As has been discussed, lecturing 
spectators about the importance of the family is a frequent theme in Chinese silent 
films, as exemplified by The Pearl Necklace (1925) beginning with the message 
“There is nothing in the world more precious than a sweet family.”  
Besides, according to the script published in Dazhonghua baihe Special Issue, 
by the end of the story, Zhuang lies to her husband, telling him a wild cat scratched 
her face, instead of admitting that her injury came from fighting off Sun’s sexual 
advances. When Zhuang asks Yu where he spent the night the other day (Yu visited 
Yu-ching on learning from reading her letter that she planned to marry Ta-Wei), Yu 
replies evasively. Originally the film then ends with an intertitle that reads: 
ST: 在家駒自然要捏造出一番話兒來，對答他夫人。然而我們卻不
敢欺騙列位看客。 
MT: Apparently Yu will lie to his wife. However, we are not going to 
lie to members of the audience. 
However, the version of the film 
released for public viewing had a 
modified ending in which Zhuang tells 
her husband that her face was scratched 
by a man, but maintains she did not 
betray him and the family. Yu then 
admits to Zhuang that he was visiting a 
female friend, but also claims nothing 
3.2 The Stormy Night: Jiaona appears and 
holds the pair together.  
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inappropriate occurred. Their daughter Jiaona then appears and holds the pair 
together (Fig. 3.2). The film ends with an intertitle shot that reads:  
ST: 家裏有了和平之神。夫妻們那裡還能夠宣戰呢。 
TT: The family was brightened by the loviness [sic] of a child and better 
love is assured between the young couple.  
The original ending tallies with the characteristics of scandal fiction47, which 
aimed to reveal the “corruption and depravity in the world of officialdom, business, 
education, journalism, entertainment, diplomacy, religion, and almost every other 
walk of urban life” (Goldman, 1977, p. 333). The revised ending caused the film to 
become further loaded with moral guidance. In the last scene, the final pictorial shot 
showing Jiaona holding the pair together reinforces the theme by directly stressing 
the importance of ‘family.’  
C. The Ambivalent View of Chinese Modernization 
The figure of woman is a site of interaction and negotiation among different 
socio-cultural and historical discourses. The ambivalent view of Butterfly writers on 
Chinese modernization is enacted through and crystallized by Yu-Ching and Zhuang.  
Link (1981) pointed out, a strong contrast was made between the two female 
images in Zhang Henshui’s 1930s popular fiction Fate in Tears and Laughter: the 
uneducated singing girl Fengxi is gentle, untouched by the West, and more like ‘us.’ 
She stands for the ‘old’ style. Meanwhile, Helena is more aggressive and represents 
the educated and Westernized ‘new’ woman (p. 23-24).  
A similar contrast is drawn between the two central female characters in The 
Stormy Night. Yu-Ching, a country girl, is chaste, considerate, soft, and undefiled. 
                                                             
47 Zhu Shouju is famous for writing scandal fiction. His famous works involve Tides of 
Huangpu and a long novel Wonders Told by the Insider (Cizhong renyu, 此中人語), 
published in 1917.  
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Unlike Zhuang, who neglects Jiaona, Yu-Ching cares for the little girl like a real 
mother. Yu-Ching meets all the criteria of traditional Chinese womanhood. Even her 
name, Yu-Ching (meaning bright jade), can be read as an abbreviation of yujie 
bingqing (as clean as ice, as pure as jade), echoing the sentiments of the intertitles 
that outline her character and implying that the filmmaker views her positively. In 
contrast, Zhuang is sensual, irresponsible, conceited and extravagant. Li Zhen 
(2018), a young mainland Chinese scholar, noted that Yu-Ching was always 
associated with the beautiful country scenery, such as hills and waters; while Zhuang 
was juxtaposed against symbols of the ‘modern,’ ‘urban’ and ‘Western,’ such as the 
motor car, railways, clubs, villas, and fancy restaurants (p. 133).  
However, just as Helena changes her lifestyle and becomes ‘traditional’ and 
Fengxi indulges herself in desire and fantasy, Zhuang and Yu-Ching reflect similar 
complexities and ambivalences. The perfect woman Yu-Ching falls in love with Yu. 
Despite him being a married man, and despite traditional ethics forbidding social 
contacts between males and females, she regularly spends time with him, such as 
chatting or taking walks. After Yu returns to Shanghai, Yu-Ching maintains 
correspondence with him. All of her behaviors identify her as an autonomous 
individual who believes in the “freedom to love,” a Western ideal promoted by the 
May Fourth Movement. However, when accused of a lack of chastity, she bows to 
the old ethics, despite the May Fourth intellectuals frequently attacking the worship 
of chastity as a symbol of feudal morality. Yu-Ching’s letter to Yu illustrates how 
she continues to practice traditional Chinese moral values. The letter explains her 
reasons for marrying Ta-Wei as follows: “To show my chastity and innocence, I can 
only sacrifice myself.” Pursuing “freedom to love” yet simultaneously shackled by 
“chastity,” Yu-Ching represents the ambivalence of Butterfly writers, who 
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simultaneously want to eliminate the feudal and paternalistic cultural patrimony 
while maintaining some of its elements.  
In contrast, the ‘bad’ woman Zhuang delineates the outcome of individual 
desires being permitted to outweigh family and maternal obligations. She does not 
care about her husband, leaving him in the countryside despite his illness and 
returning to Shanghai alone to resume her extravagant life. She is indifferent to her 
daughter: when the maid plays with Jiaona, she becomes impatient and asks the maid 
to take the child away, saying “煩殺了。阿翠帶他出去玩。I am vexed. A-tsui, take 
her out for a walk.” Given all this, her explanation of her refusal to have sexual 
intercourse with her brother-in-law as being “on account of my husband’s and my 
daughter’s reputation” seems like she is voicing an idea that has been imposed on 
her. Her words contrast sharply with her characterization at the beginning of the film 
as committed to self-indulgent sensuality. The apparent rupture and the contrasting 
personalities of Zhuang and Yu-Ching reflect Zhu Shouju’s contradictory thoughts 
on traditional Chinese morality and ethics, his rethinking of the implications of 
modernity, and ideas about how to apply Western ideas to Chinese modernization.  
Similar themes can be found in the opening passage of Tides of Huangpu. The 
novel starts with:  
It has been said that on the banks of the Shen River [i.e., in Shanghai] a 
new atmosphere has come into being since the time of Xinhai restoration 
[i.e., 1912, the year of the republication revolution]. From the scholarly 
and official elites at the very top, however, on down to the smallest 
peddlers and errand boys, everyone has donned a mask of falsity, and 
hypocritical behavior grows apace. This is even truer of the wild girls, 
lascivious women, and young dandies who trade on the concepts of 
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“freedom” and “civilization” to further their sordid schemes. With them, 
all notions of shame and decency have sunk without trace. (Zhu & 
Huters, 2005, p. 231)  
The opening passage represents Zhu’s concerns and critical thinking about the ‘new 
atmosphere,’ namely that advocating individual freedom and women’s emancipation 
does not necessarily conflict with Chinese traditional ethics and values. Freedom and 
emancipation differ from demoralization. Along with Zhu’s cold and ironic 
comments on the relationships between Mr. Pien and his mistress, and between Sun 
Naiwen and Zhuang, these statements demonstrate the ambivalent attitude of 
Butterfly writers towards Chinese modernization.  
D. Ornate language  
The fourth salient feature in this film is the ornate texture of words and 
sentences. The Stormy Night is characterized by exuberant prose and symmetrical 
syntactic structure and allusive writing. An apt illustration can be found in the 
characterization of Yu-Ching:  
ST: 皎如月. 冷如水. 莫笑他出身微賤. 𨚫勝似閨閣千金。卞玉清 
MT: As pure as the bright moon, as cold as still water. A noble and 
aspiring mind, confined in a base-born frame.48  Pien Yu-Ching 
TT: Miss Yu-Ch’ing, old Pien’s second daughter— sublime in 
character.  
                                                             
48 I used “A noble and aspiring mind, confined in a base-born frame” to render “莫笑他出
身微賤, 𨚫勝似閨閣千金” because of its apparent reference to the short verse used to 
characterize and foreshadow Qingwen’s (one of Baoyu’s maid) tragic life in A Dream of Red 
Mansions. The original verse occurs in the “Jinling, Twelve Beauties of, Supplementary 
Register No. 2” (Jinling shi’er chai you fuce, 金陵十二釵又副冊), reading “Seldom the 
moon shines in a cloudless sky, And days of brightness all too soon pass by. / A noble and 
aspiring mind  In a base-born frame confined, / Your charm and wit did only hatred gain, / 
And in the end you were by slander slain, Your gentle lord’s solicitude in vain” (Cao & 
Hawkes, 2012, p. 87). The analogy can be drawn between Qingwen and Yu-Ching, as both 
of them are from humble origins but are noble at heart.  
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While the sentence does not strictly follow the conventions of Four-Six Prose49, 
phrases such as “皎如月” (as pure as the bright moon), “冷如水” (as cold as still 
water) match like couplets—the adjective(s) “皎” (pure and bright) is/are antithetical 
to the adjective(s) “冷” (cold and still); and the “如” ( as…as) structure is repeated, 
and a parallel exists between the nouns “月” (moon) and “水” (water). Additionally, 
long and short sentences are laid on top of one another to form a stylistically 
polished morphological structure.  
The symmetrical syntactic structure not only exists within the independent 
intertitle shot, but also lies between two shots. After Yu and his family have spent 
some time in the countryside, Zhuang can no longer stand the tedium of rural life. 
She thus returns to Shanghai alone, leaving Jiaona behind with Yu. On a stormy 
night, Jiaona is woken by thunder and lightning and cannot stop crying. Yu-Ching 
then goes to the room where Yu and Jiaona are sleeping to comfort the child. This 
action is misunderstood by Yu-Ching’s sister Yu-Chieh, and when Ta-Wei proposes 
to Yu-Ching after Yu’s return to Shanghai, Yu-Chieh stands up and accuses 
Yu-Ching of no longer being a virgin. To prove that she did not have sexual 
intercourse with Yu, she delivers him a letter, expressing her affection for him and 
telling him that she plans to marry Ta-Wei to maintain the reputations of Yu and 
herself, even though this marriage goes against her own desires. Meanwhile, Zhuang 
hooks up with her brother-in-law Sun and the pair plan to spend a day together in 
Sun’s villa. As Zhuang dresses up for the date, Yu struggles over whether he should 
visit Yu-Ching. Two intertitles describe the anticipation around the visceral desires 
of the pair: 
                                                             
49 Four-Six Prose is also known as pianwen (駢文). It is a highly stylized form of prose 
comprising lines set in couplets, where each line has either four characters or six characters.   
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ST: 一個兒喜溢眉宇。 
MT: One is radiant with joy.  
TT: How joyful! She is getting ready for a visit to Sun’s villa.  
This intertitle is followed by a medium close-up shot of Zhuang’s back as she 
sits in front of a mirror combing her hair. Another medium close-up then highlights 
her facial expression: Zhuang faces the camera, looking at the mirror, smiling, and 
combing her hair. These visuals are then interrupted by another intertitle shot: 
ST: 一個兒愁上心頭。 
MT: One gloomy with worries.  
TT: How miserable! He receives evil tidings from Miss Yu-Ching.  
Framed by a medium shot, Yu sits on a couch, scratching his head, and wearing a sad 
expression. These two intertitles orient the spectators’ attention to compare the 
different moods expressed by these two characters. Moreover, the shots cut back and 
forth between the happy Zhuang and 
depressed Yu to reinforce the 
comparison made by the intertitles. As 
Yu sits morosely on the couch, his 
interiority is incorporated into the 
narrative by a fan-shaped thought 
balloon (Fig. 3.3), externalizing his 
psychological world as he thinks about 
Jiaona has said seeing Yu-Ching the 
other day.   
This pair of sentences resembles the parallel syntactic structure of “One was a 
flower from paradise, One a pure jade without spot or stain.” from “Hope Betrayed” 
3.3 The Stormy Night: the fan-shaped 
thought ballon externalizes Yu’s 
psychological world. 
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(Wang ningmei, 枉凝眉) in A Dream of Red Mansions. Along with the two 
sentences that occur at the beginning of the film—“He is struggling to grind out 
some lines,” while “she is painting herself to exhibit her sultry beauty,” they both 
serve as examples of symmetrical syntactic structure.  
As it can be seen from these discussions, the literary embellishments are also 
reflected by intertitles sourced from classical or famous works. For example, after 
Yu returns to Shanghai while Yu-Ching comes to where they used to enjoy time 
together, the intertitle used to describe her feelings reads:  
ST: 舊地重遊. 素心人遠. 未免有情. 誰能遣此。 
MT: Revisiting his old haunt, the man with the spotless mind is away. 
But as long as we cannot avoid having feelings, who indeed can be free 
of this? 
TT: All the sight of scenery. She thinks of her remote friend. Yu.  
The first eight Chinese characters in the Chinese intertitle announce the nature 
of the coming scenes. In the following images, Yu-Ching sits under the tree where 
she and Yu discussed literature, a spot previously identified by an expository 
intertitle as “水媚山明. 恰宜他情投意合的人們玩賞。A place of good scenery for 
intimate friends to ramble about.” She is quiet and looks depressed and preoccupied, 
then she takes a twig and writes the character for “余” (Yu) on the ground. Her 
actions and facial expressions respond to the vital narrative information stated by the 
first sentence of the intertitle.  
On the other hand, the second sentence of the intertitle, which reads “But as 
long as we cannot avoid having feelings, who indeed can be free of this?”, is taken 
from “見此茫茫，不覺百端交集，苟未免有情，亦復誰能遣此。As I view this 
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desolate expanse of water, somehow without my being aware of it one hundred 
thoughts come crowding together. But as long as we cannot avoid having feelings, 
who indeed can be free of this?” in “Speech and Conversation” (Yanyu, 言語) of A 
New Account of the Tales of the World (Shishuo xinyu, 世說新語)50. This sentence 
directly addresses the spectators and expresses the filmmaker’s attitude towards 
Yu-Ching and her emotional affair: she is neither a home-breaker nor lacks virtue, 
but is simply experiencing feelings natural to anyone in her situation. The second 
part of the intertitle aims at maintaining the communication with spectators to clarify 
Yu-Ching’s motivation and rationalize her actions by quoting from a classical book 
to orient spectators’ perceptions of both the story and the character.  
The stylized and terse parallel syntax structure, as well as the allusive writing 
are evident in expository intertitles that serve such functions as providing plot 
summaries, characterizations, and making comments. These literary embellishments 
register as the author’s emblem. 
While the semi-classical and highly stylized language is used to signify the 
narrator, the characters’ lines are more colloquial, despite sometimes falling into a 
‘half-classical-and-not-quite-vernacular’ (ban wen bu bai, 半文不白) style, one of 
the most salient linguistic characteristics of Butterfly literature. More importantly, 
the characters’ lines in this film match their differing social statuses, educational 
backgrounds, and personalities.  
                                                             
50 Liu Yiqing collected 1,130 historical anecdotes and 600 literary character sketches, then 
compiled A New Account of the Tales of the World during the Northern and Southern 
dynasties (420-589). The relevant story is “When Wei Chieh was about to cross the Yangtze 
River (in 311) his body and spirit were emaciated and depressed, and he remarked to his 
attendants, ‘As I view this desolate expanse of water, somehow without my being aware of it 
hundred thoughts come crowding together. But as long as we cannot avoid having feelings, 
who indeed can be free of this?’” (Y. Liu, C. Liu & Mather, 2002, p. 47).  
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As a gentleman from a wealthy family, Ta-Wei’s lines are more literary than 
colloquial. When Ta-Wei asks Yu-Chieh to bring Yu-Ching a book, he says:  
ST: 請將此書交與令妹. 說我親自送来. 因見府上有客. 不敢奉
擾。 
TT: Pray, take this book to your younger sister. 
Contrast his polite and elaborate manner with the words of the hooligan when 
Yu-Ching’s father comes to collect the rent:  
ST: 老子沒有錢. 看你怎樣。 
TT: No, I haven’t a single cash. How are you going to act. 
In colloquial Chinese, “老子” (laozi) refers to oneself, and shows contempt for the 
person being addressed because by so referring to themselves the speaker claim to be 
the one more deserving of respect. Phrases like this are vulgar and not acceptable 
among the higher social classes.  
The morphological characteristics represented by the intertitles in this film 
exhibit the influence of the contemporary linguistic landscape and classical Chinese 
literature. The Vernacular movement’s advocacy of “woshuo xie wokou ‘what my 
hand writes should be what my mouth says’” (Chan, 2016, p. 731), gave rise to the 
use of vernacular and colloquial Chinese. Meanwhile, classical Chinese literature, 
characterized by a terse and succinct style, inspired the use of classical Chinese in 
this film. Moreover, the half-classical-and-not-quite-vernacular linguistic style, 
together with the delicate rhetoric, symmetric syntactical structure, as well as 
allusive writing carried the fingerprints of Butterfly literature. The mixture of 
linguistic styles and forms strike the spectators with something familiar and 









Chapter 4  Bilingual Intertitles: The Foreign Voice in Chinese Films 
 
On 23 September 1929, an advertisement appeared in Times (London), 
introducing the Chinese film, The Rose of Pu-Chui (a.k.a. The Romance of the 
Western Chamber, Xi xiang ji, 西廂記): 
After the tempests of the talking film it is refreshing to come across so 
serene a piece of work as this, the first all-Chinese film, it is claimed, to 
be shown in England. Based on an old legend, it was produced by Y. S. 
Lee in Shanghai, and is included in the programme of silent films at the 
Shaftesbury Avenue Pavilion this week. Technically, the picture is crude 
and the story so ingenuous that we feel we are turning over again the 
pages of a forgotten fairy tale. These faults are redeemed by the quaint 
gravity of the atmosphere, the sincerity of the acting, and the very 
slowness of movement which distinguishes the film from its 
contemporaries. (“Avenue Pavilion,” 23 September 1929) 
Besides, a short essay was published in Shenbao in 1923, reporting that a Chinese 
silent film would be screened abroad:  
The Commercial Press Motion Picture Company produced and screened 
A Lotus Rhyme51. This film is divided into ten parts. As a film company 
in the United States paid a high advance for the film, the production 
schedule ran day and night. Now the film is ready to be sent to the United 
States this Thursday. This is excellent news for the Chinese film 
industry. Besides the exquisite lighting, setting, and performance, the 
                                                             
51 A Lotus Rhyme (Lianhua luo, 蓮花落) was directed by Ren Pengnian and released in 
1922 by Commercial Press Motion Picture.  
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provision of both Chinese and English intertitles makes the film 
intelligible to the largest possible audience. (“Lianhua luo,” 8 November 
1923) 
These advertisements represent the continuing and extensive reach of Chinese 
silent films. As pointed out previously, when American silent films were exported, 
the filmmakers would replace the original intertitles with target language versions. 
However, Chinese films featured bilingual intertitles that saw Chinese intertitles 
juxtaposed with foreign language intertitles on a single title card. This practice 
mirrors the hybrid cultural and linguistic landscape of Republican China and 
manifests the efforts by Chinese filmmakers to attract and satisfy a multicultural 
domestic audience. As one of the most effective means of assisting the foreign 
circulation of Chinese silent films, equipping Chinese films with bilingual intertitles 
also reflects attempts to grow the overseas market for such films.  
Through the theoretical lens of Skopos theory, this chapter investigates 
bilingual intertitles (Chinese and English in this case) from the perspectives of 
interlingual, intrasemiotic, and intersemiotic translations. Vermeer (1989) suggested 
that the purpose of the translational action determined the translation process. 
Watching a film is a nonstop one-way journey, and the time available to read each 
intertitle is fixed and short. Accordingly, the skopos for English intertitles is to help 
foreign spectators grasp the information required to understand the films as 
accurately and quickly as possible. 
Against this backdrop, I will thoroughly examine how cultural elements were 
rendered as I believe this practice reflects translators’ interpretations of the 
text-image narrative and manifests the intentions of film producers regarding how 
133 
the films should be understood. Specifically, I use A Spray of Plum Blossoms (1931), 
a Chinese film based on Shakespeare’s famous play The Two Gentlemen of Verona 
(henceforth Two Gentlemen), to demonstrate the mediating function that English 
intertitles play between different media and cultures and Chinese filmmakers’ 
attempt to use English language as a pathway for this film to gain world recognition.  
I propose that English intertitles not only translate Chinese intertitles, but they 
also render information carried by images and interactions between these two. They 
orient foreign spectators’ perception of Chinese films by rendering messages that are 
narratively and contextually most relevant while eliminating others. Along with 
images, English intertitles make Chinese silent cinema a shared sphere that invites 
spectators with different cultural, educational, religious, and ethnic backgrounds to 
participate in stories and filmic experiences that lie outside their perceptual, 
aesthetic, and narrative patterns. The use of English intertitles reflects the attempt by 
early Chinese filmmakers to take Chinese silent cinema into a worldwide 
environment. 
As this chapter intends to elucidate the emergence and complexities of 
bilingual intertitles, it will first sketch the socio-cultural and historical context of the 
emergence of bilingual intertitles through the prism of the markets, target spectators, 
and censorship.   
 
I. Contextualizing Bilingual Intertitles   
Resembled the mixed-use of classical, vernacular, and colloquial Chinese in 
Chinese intertitles epitomizing the influence of linguistic and cultural environment, 
such as social discourses and new ideals brought by the May Fourth Movement (as 
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discussed in chapters 2 and 3), I believe the existence of English intertitles is also 
spawned by and serves as a response to the heterogeneous social-cultural and 
economic context of Republican China. 
Gregory Jusdanis (1991) suggested that in the eighteenth and nineteenth 
centuries, Greek elites attempted to integrate Greece with European countries and 
thus to become modernized themselves. Modernity and the West to them were 
synonymous (as cited in Liu, 1995, p. 183). Much the same can be said of what 
happened during the May Fourth era.  
May Fourth intellectuals advocated using Western ideals to enlighten Chinese 
people, strengthen the new nation, and advance China’s modernization. “Chinese 
culture itself, meanwhile, increasingly turned into some kind of primitive raw 
material that, being ‘decadent’ and ‘cannibalistic,’ was urgently awaiting 
enlightenment” (Chow, 1991, p. 34). For example, in literature, “writers of the period 
experimented with a myriad of ‘novel’ forms that took their inspiration from Western 
romanticism, naturalism, realism, and pragmatism” (ibid). As the representative of 
Chinese modern literature, May Fourth novels were incorporated with new words, 
Western syntax and grammar. Simultaneously, the old-style literary works, which 
canonically differed from them, were placed in a questionable position. 
It is apparent that the West was synonymous with modernity to these 
intellectuals, and the “desire for the new… successfully rationalized China’s contact 
with the West” (Chow, 1991, p. 35), as exemplified by Hu Shi saying, “Without the 
benefit of an intimate contact with the civilization of the West, there could not be the 
Chinese Renaissance” (ibid). 
135 
Against this backdrop, employing Chinese films with English intertitles is a 
direct approach for Chinese silent cinema to earn a higher reputation and enhance the 
status, from a low entertainment form or curiosity,52 at best, to art. The English 
language not only enables the foreign circulation of Chinese films, but also earns 
these films an opportunity to be integrated into a worldwide environment, or 
furthermore, to be taken seriously and recognized by Americans and Europeans, 
namely the West. Such practice echoes May Fourth’s pursuit of international 
integration and cosmopolitan aspirations.53 Such ambitions of Chinese filmmakers 
and using English intertitles as a ladder to reach higher elevations for these films 
become more evident when it comes to the discussion of the relationship between the 
original Shakespeare’s play and the adapted Chinese film A Spray of Plum Blossom 
(will be elaborated in the third section of this chapter).  
A. Foreign Markets 
European and American market. According to the archives, many Chinese 
silent films did export to European countries and America. For example, Benjamin 
Brodsky, an American entertainment businessman, “whom the film historians Yu 
Mo-wen and Law Kar call the ‘Midwife of Hong Kong cinema’” (Fu, 2003, p. 54), 
                                                             
52 Chinese silent cinema was still in an initial stage and was considered a novelty in the 
early years of the 1900s. When American-educated Hong Shen, who was a famous dramatist 
and the dean of the department of drama at Fudan University at that time, at the invitation of 
Zhang Shichuan, decided to join the film industry, his colleges and students regarded his 
decision as “prostitution of art” (Y. Zhang, 2011, p. 8; Z. Zhang, 2009, p. 526). 
53 It was in 19 January 1929, Hu Hanmin’s “Only Through Nationalism Can One Speak of 
Cosmopolitanism” (You minzu zhuyi cai keyi jiang shijie zhuyi, 有民族主義才可以講世界
主義) starting to be serialized in Republican Daily (Minguo ribao, 民國日報) marked 
“China’s shift from a pursuit of one-world policies of international integration to a pursuit of 
nationalism” (Saussy & Ge, 2016, p. 643). Correspondingly, the use of foreign-language 
intertitles in domestic films screened in China, as pointed out previously, was banned in 
1931, echoing the decree “To strengthen national dignity, identity, and essence, 
indiscriminate use of foreign languages is forbidden,” promulgated by the Ministry of 
Education.  
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brought Zhuangzi Tests His Wife (Zhuangzi shi qi, 莊子試妻, dir. Li Minwei, 1913) 
and Stealing a Roast Duck (Tou Shaoya, 偷燒鴨, dir. Liang Shaopo, 1909) back to 
the United States and screened them in Hollywood (Guan, 1976, p. 110-111). This is 
considered the first U.S. screening of Chinese films. Additionally, foreign novel 
adaptation Fallen Plum Blossoms (Meihua luo, 梅花落, dir. Zhang Shichuan & 
Zheng Zhengqiu, 1927) was screened in San Francisco’s Chinatown (Guan, 1976, p. 
96); A Poet from the Sea was exported to Europe;54 The Great Knight-Errant Gan 
was shown in both San Francisco and New York (“Dianying xinwen,” 29 May 
1929); The Rose of Pu-Chui, with intertitles in Chinese and French, was screened in 
France in 1928, then shipped to Britain in 1929 where it screened at London’s 
Avenue Pavilion.  
Furthermore, according to the Illustrated London News, Mary of Teck, the 
Queen consort of the United Kingdom, attended the premiere of The Legend of 
Willow Pattern Plate (hereafter Willow-Pattern Plate).  
“The Legend of the Willow-Pattern Plate,” the first Chinese film drama 
to be shown outside China, has an all-Chinese cast, and was originally 
produced in the studio of a British company at Shanghai. The outdoor 
episodes were taken in the country near Hangchow, the traditional scene 
of the legend 600 to 800 years ago. Her Majesty the Queen arranged to 
attend a special matinée performance of this film presented by the 
Gaumont Company, in conjunction with Captain N. A. Pogson, the 
                                                             
54 Zhang Zhen (2012) mentioned that a substantial fragment of A Poet from the Sea had 







直奉江浙戰爭)62 in 1924. By 1930, the number of foreign residents in the IS and 
the Outside Roads areas (yuejie zhulu, 越界築路) reached 26, 965 and 9, 506, 
respectively, for a total foreign population of 36, 471. Also, because of the rapid 
population growth in the FS, the Municipalité Françoise decided in 1925 to run a 
census every three years instead of every five years. As rapid population continued, 
in 1930 a decision was made to repeat the census annually (SMA, 2001, p. 116-118).  
 
Besides attracting increasing numbers of foreign residents to watch Chinese 
films, meeting the demands of both Chinese and foreign spectators is also an 
important reason for equipping Chinese films with bilingual intertitles. Since 1925, 
the Palace Theater (Zhongyang da xiyuan, 中央大戲院), known as “the palace of 
Chinese cinema” (guopian huanggong, 國 片 皇 宮 ), and the Victoria (Xin 
zhongyang, 新中央) and Empire (Enpaiya, 恩派亞), as well as Carter (Kade, 卡德) 
                                                             
62 This was a war between Qi Xieyuan, the Jiangsu Governor of Republican China, and Lu 
Yongxiang, the governor of Zhejiang. Large numbers of residents from Jiangsu and Zhejiang 
sought refuge in the French Concession. Compared with 1920, the Chinese population 
increased by 12,000, while the foreign population increased by 4,300 (Shanghai Municipal 
Archives [SMA], 2001, p. 117).  
4.2 The number of foreigners in the 
International Settlement 
4.3 The number of foreigners in the 
French Concession 
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became the major outlets for the screening of Chinese silent films.63 Among these 
palaces of Chinese cinema, spectators at the Victoria and Empire cinemas included 
not only Chinese but also foreigners. 
Besides the Victoria and Empire cinemas, Chinese films such as Laborer’s 
Love and A Spray of Plum Blossoms were also screened in theaters like the Embassy 
(formerly Olympic, Xialingpeike, 夏令配克) and Isis (Shanghai daxiyuan, 上海大
戲院). Unlike Hongkew Cinema (Hongkou daxiyuan, 虹口大戲院), Repulic Theater 
(Gonghe daxiyuan, 共和大戲院), and Chapei Cinema (Zhabei Yingxiyuan, 閘北影
戲院), where audiences were dominated by middle- and lower-class Chinese and 
children, audiences in theaters like the “Carlton Theater, Apollo Theater, Embassy 
Theater, and Isis Theater, which exclusively exhibited European and American 
movies, were primarily foreigners and the upper-class Chinese” (Shenbao, 1925; as 
cited in Sugawara, 2018, p. 198).  
As spectators from different language groups over-lapped and interacted, 
bilingual intertitles became a necessary practice. As Nornes (2007) mentioned, the 
multilingual title was common in places like Egypt and Cuba, as “linguistic diversity 
                                                             
63 With the development of the Chinese film industry, a growing number of productions 
required stable outlets. From the 1900s to early the 1920s, the Spaniard A. Ramos, owner of 
the Hongkew, Victoria, Embassy, Empire, Carter, and International theaters, controlled and 
manipulated the Shanghai market for the screening of films. In 1925, to establish its own 
distribution network and break this foreign monopoly, Pathé bought the Shenjiangyi Stage 
(Shenjiangyi wutai, 申江亦舞臺) and renamed it the Palace Theater. Similar to vertically 
integration in Hollywood, Palace was used to project Chinese films from Mingxing and other 
Chinese companies, and so to “serve the interests of the Chinese film industry” (Huang, p. 
39). In 1926, Mingxing and Pathé took over five of Romas’ theaters, all except the Hongkew. 
These new acquisitions became the major outlets of Chinese silent films. Meanwhile, 
Mingxing and Pathé established the Shanghai Cinemas Company to run their theaters 
(Shanghai tongshe, 1988, p. 532-536; G. Chen, 2011, p. 76; Zhu & Nakakjima, 2010, p. 21). 
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led producers to make films with bi-, tri-, and even quadralingual intertitles” (p. 
106).  
C. Censorship in the Foreign Concessions  
In the semi-colonial Shanghai, the IS, FC, and Chinese city of Shanghai 
co-existed. Meanwhile, most of the roughly 40 movie theaters that existed in 
Shanghai in 1932 were located in the IS and FC. Chinese silent films were screened 
in the foreign concessions, they thus had to pass censorship regimes operating in the 
IS and FC (China at that time lacked uniform laws or regulations regarding the 
operations of movie theaters).  
According to Zheng Xiao’s discussion on film censorship in the FC, the 
emergence of French censorship dated back to the first issuance of licenses to 
establish cinematograph theaters in 1910, which banned the screening of films 
containing obscene content that would endanger public order, morals, and the good 
customs of the concession (2015a, p. 147; 2015b, p. 63-64). Later in 1927, Paul 
Emile Naggiar, the Consul-General of France in Shanghai, promulgated the “Film 
Censorship Regulation” (Dianying jiaopian shencha zhangcheng, 電影膠片審查章
程), which stated that all films had to pass the censorship review before screening in 
the FC. Obscene images and intertitles were prohibited, as was political content or 
opinion, such as that dealing with monarchism, communism, fascism, or Nazism.64  
Meanwhile, the French Consul Bodz, E. Tango (member of the Interim 
Committee), Mr. Wei Yanrong, M. Speelman (Executive Officer of the International 
                                                             
64 “Appendix II, Film Censorship Commission, Shanghai Municipal Police, Report of the 
Commission appointed by the Shanghai Municipal Council to examine the question of film 
censorship in the International Settlement, October 14” Municipal Gazette, 1932, archive 
No. ul-1-997, Shanghai Municipal Archives: 458-463 (as cited in X. Zheng, 2015a, p. 149).  
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Savings Association), and M. Bruye’re (Chief-adjoint de la Garde of Services de 
Police of Municipalité Françoise) were appointed to the Board of Film Censorship 
(SMA, 2001, p. 521-523). Censorship within the FC was undertaken in conjunction 
with that in the IS. “As this was a joint operation between the Shanghai Municipal 
Police and the French Concession Police, there was an officer from each of these on 
each censoring team” (Newman, 2013, p. 183).  
Similar to the FC, as early as the initial establishment of cinematograph 
theaters, the IS already had regulations to ban certain unqualified films. This was 
implemented by the Shanghai Municipal Police Force, and all films required police 
station approval before public screening. Obscene films were forbidden, and the 
police station also had the right to ban films considered to break social moral 
standards (as cited in Zhao, 2012, p. 42). Later in September 1927, the Shanghai 
Municipal Council announced the establishment of a Board of Film Censorship in 
the IS under the auspices of the police. The board members comprised A.D. Bowman 
(member of Foreign Educational Committee), Kuan Chun, and S.C. Young (the 
assistant of Police Department).  
Censorship regulations meant that Chinese silent films required foreign 
language intertitles to enable foreign film censors better understand the stories. 
Besides, intertitles themselves needed to be checked as the obscene language was not 
permitted.  
While the first part of this chapter sketches the socio-cultural and historical 
context that spawned bilingual intertitles, the next part will focus on the actual 
practice of intertitle translation. From the perspective of interlingual and 
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intrasemiotic translations,65 I will examine how translators render culture-bound 
terms (CBTs) that contains numerous simple and complex metaphors and references 
precisely as they were expected to function and thus help foreign spectators cross 
semiotical and cultural boundaries to understand a film. 
I will scrutinize intertitles from Red Heroine (1929) and Poor Daddy (1929). 
Xu Bibo, a butterfly writer, composed the Chinese intertitles of Red Heroine, while 
the English intertitles were translated by Chen Shaomin, who “had a thorough 
knowledge of both Western and traditional Chinese culture” and “translated most 
films produced by the Youlian Film Company” (Xiu, 1929, p. 12). On the other 
hand, Sun Yu66, a foreign-educated student “praised as a ‘poet’ of the film world” 
(Hu, 2003, p. 101), wrote both the English and Chinese intertitles for Poor Daddy. 
Their high level of literary accomplishment and sophisticated bilingual abilities make 
it meaningful to investigate the translation strategies used to render the CBTs in 
these films. Intertitles from other extant films will also be cited to support the 
argument.  
 
                                                             
65 As pointed out in “Methodology,” rendering Chinese intertitles into English is a practice 
that involves both interlingual and intrasemiotic translation. In the absence of a direct 
interaction between Chinese intertitles and images, messages go straight from written 
Chinese text to the written English text, meaning the translation remains at the interlingual 
level. However, if images and Chinese intertitles interact to generate information, then 
English intertitles translate messages delivered by different semiotic vehicles, namely text 
and image. It is a translation from the source culture’s written language + images to the 
target culture’s written language. However, it still represents an intrasemiotic translation, 
because this process operates within a single sign system (film in this case).  
66 Sun Yu (孫瑜, 1900-1990) was considered the major leftist film director of Lianhua Film 
Company in the 1930s. Before he entered the Chinese film industry, he studied at the 
University of Wisconsin-Madison, majoring in drama there after having first graduated from 
Tsinghua University. He learned his knowledge of cinematography and film editing from the 
New York Institute of Photography, and also joined film related evening courses such as the 
course on screenwriting offered by Columbia University.  
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II. Constructing a Shared Sphere: How to Render Culture-Bound Terms  
Rendering CBTs brings greater difficulties to translators than the semantic, 
lexical, or syntactic difficulties of a text (Leppihalme, 1997, p. 2). The central 
problem is whether the implications and connotative messages of a text should be 
made explicit. If what is implied in the ST remains implied in the TT, there will be a 
great risk that “the implications are not understood at all in the target 
language-culture, in a different cultural context, although most people will 
understand them immediately in the source language-culture” (Nedergaard-Larsen, 
1993, p. 221). If the translators explicate the implicit messages, then they must make 
active decisions such as how much of the latent information should be rendered and 
how this rendering should proceed.  
I choose the translations of CBTs as the focal point of my discussion as I 
believe that effectively understanding the explicit and implicit meanings of CBTs is 
vital to construct a coherent narrative. Chinese intertitle readers are expected to seek 
and then select the most relevant information contained by the CBTs to link scenes or 
forge causal relationships to make sense of Chinese films. However, “Everything 
from recognizing objects and understanding dialogue to comprehending the film’s 
overall story utilizes previous knowledge” (Bordwell, 1985, p. 33). Foreign 
spectators with different prior knowledge and experience may not be able to do so. 
In this respect, I argue that translators used Explicitation, Generalization, 
Elimination, Completion, Substitution, as well as their combinations to explicate and 
render the implicit messages that mirror the intentions of film producers regarding 
how the films should be understood for foreign spectators. These English intertitles, 
which are characterized by being straightforward, concise, intelligible, and 
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information-oriented, help foreign spectators construe Chinese stories that do not 
match their perceptual and narrative patterns.  
A. Explicitation  
In Stylistique comparée du francais et de l’anglais, Vinay and Darbelnet 
(1958) defined Explicitation as “to introduce information from the ST that is implicit 
from the context or the situation” (as cited in Molina & Hurtado Albir, 2002, p. 500). 
Explicitation allows source culture elements to travel to TT, and the “translator 
leaves the author in peace, as much as possible, and moves the reader toward him” 
(Schleiermacher, as cited in Venuti, 1995, p.19-20) and towards the source culture. 
Using Explicitation to render the CBTs in Chinese intertitles is a process in which 
translators only spell out tacit messages that are narratively and contextually most 
relevant to building up the narrative, to help foreign spectators to first make sense of 
the CBTs, and then to connect their meanings to the overall story and so comprehend 
the film.  
The opening of a film cues the spectators to what will happen in the visuals and 
initiates them into the fictional world. How to render the CBTs in the intertitles at the 
very outset of the film determines foreign spectators’ expectations for the film. 
Explicitation was adopted to render the somber poem at the beginning of The Peach 
Girl (1931).  
As I pointed out in Chapter 2, the short poem at the beginning of The Peach 
Girl is taken from “Peach-Blossom,” written by Lin Daiyu, in A Dream of Red 
Mansions. The actual presence of lines from “Peach-Blossom” in this film aims to 
build the analogy between peach blossoms and the heroine, and so to foreshadow her 
miserable life and the film’s tragic ending. 
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ST TT (Yang Xianyi and Gladys Yang) TT (David Hawkes) 
TT 
胭脂鮮艶何相類, 
To what can the 
vividness of rouge 
be likened? 
If with the water’s 
rosy hue companion 
be made, 
For ages in China, 
the tender color of 
the peach 
blossoms has been 
compared to that 
of human tear 
drops for the 
peach tree speaks 
of love, of sorrow 
and of tears. 
花之顏色人之淚,  
The colour of 
flowers? A girl’s 
tears dropping 
slow? 
Carmine tears and 
dewy flowers seem of 
the self-same shade.  
若將人淚比桃花, 
If tears are likened 
to blossom, 
Yet lady’s tears and 
flowers in this 
unalike I find,  
淚自長流花自媚.  
Long as the 
blooms retain their 
charm they flow. 
That the flowers are 
still and smiling, but 
the tears flow 
unallayed.  
淚眼觀花淚易乾,  
As she gazes at 
the blossom her 
tears run dry—— 
As she gazes on the 
smiling flowers, her 
tears at last grow dry; 
150 
淚乾春盡花憔悴.  
Her tears run dry, 
spring ends, 
blooms fade away. 
But as they dry, the 
springtime ends and 
the flowers fade.  
 
The peach blossom, one of the CBTs in this intertitle, is the clue designed to 
help spectators/readers understand the theme of the poem and the film. However, 
understanding this CBT requires spectators to map out the relationship between the 
CBT and other texts. It is “an enunciation whose full meaning presupposes the 
perception of a relationship between it and another text[s], to which [it] necessarily 
refers by some inflections that would otherwise remain unintelligible” (Genette, 
1997, p. 2). However, the latent meanings would be all lost on foreign spectators 
who cannot connect the ‘peach blossom’ or ‘peach tree’ with their earlier uses in 
other sources. Therefore, rendering the peach blossom/tree so as to help foreign 
spectators understand the tacit messages, which are related to the structure of the 
overall narrative, is the purpose of this translation.   
First, using peach blossoms and peach trees to indicate romance and beauty is 
an age-old tradition in Chinese literary works. In the poem “The Peach Tree is 
Slender and Sturdy” (Tao yao, 桃夭), contained in the collection Classic of Poetry 
(Shijing, 詩經)67, the peach tree and peach blossoms are compared with the beautiful 
bride:  
 
                                                             
67 Shijing, Classic of Poetry, also known as Book of Songs, collected 305 poems from the 
eleventh to seventh centuries BC. It is the oldest extant Chinese poetry collection.  
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The peach tree is slender and sturdy,  
Flaming red are its blossoms.  
The girl is getting married,  
Most suitable for the house.  
 
The peach tree is slender and sturdy,  
Luscious and abundant is its fruit.  
The girl is getting married,  
Most suitable for the home.  
 
The peach tree is slender and sturdy,  
Exuberant and green are its leaves.  
The girl is getting married,  
Most suitable for the family. 68 
In this poem, the peach blossom is linked to the newly-wed girl, symbolizing her 
beauty and sweet love. Similar usage of peach blossoms can be found in Cui Hu’s 
poem “Written in a Village South of the Capital” (Ti ducheng nanzhuang, 題都城南
莊). He wrote, “In this house on this day last year a pink face vied, / In beauty with 
the pink peach blossom side by side. / I do not know today where the pink face has 
                                                             
68 Yang Xianyi and Gladys Yang translated this version.  
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gone; / In vernal breeze still smile pink peach blossoms full blown.”69 This poem 
expresses the poet’s feelings of depression and loss when he could no longer see the 
girl he loved by comparing peach blossoms to the beautiful girl and love.  
As suggested in Chapter 2, functioning as the hidden storyline, the peach 
blossom was closely associated with the female protagonist Lim, and suggested the 
joys and sorrows, separations, and reunions of her romantic life. Thus, the peach 
blossom and peach tree signifying love and the fine coloring of young girls should be 
spelled out in TT.  
Peach blossom can also suggest “a woman who is somewhat easy-going and 
only too ready to be seduced” (Eberhard, 1986, p. 280). The analogy is drawn 
because unlike chrysanthemums, which “prefer to die on the stem, wrapped in 
fragrance / When have they ever been blown off by the northern wind?”70, peach 
petals always fall into the wind and drift away. The peach blossom is thus linked to 
flippant females.  
As discussed in Chapter 2, themes of The Peach Girl include “warning modern 
women, emphasizing morality” and educating spectators about “abolishing lust.” The 
tragic love story taught by negative example. Cohabiting with her lover and 
becoming pregnant to him without having obtained parental permission were 
                                                             
69 Cui Hu (崔護, 772–846), a poet of the Tang dynasty (618–907). This English version is 
translated by Xu Yuanchong. 
70 It is quoted from Zheng Sixiao’s (1241–1318) poem entitled “Cold Chrysanthemums”         
(Hua Ju, 畫菊). Zheng was a poet and painter of the Song dynasty (960–1279). The 
translation comes from Qian Zhongshu’s Limited views: Essays on ideas and letters, 
translated by Ronald Egan and published in 1998.   
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considered to exemplify ‘lust’ and immorality. Luo Mingyou71 (1931), the producer 
of this film, wrote in the “Preface to The Peach Girl”: “With the progress of time, the 
boundary between men and women becomes more and more blurred. However, a 
relationship still should not start with illicit intercourse. The girl’s [Lim] tragedy 
occurred because of the resistance from their families. The pair pursued their love 
and desires without first removing the relevant obstacles, and their tragic ending was 
to be expected. They brought trouble on themselves (p. 41). Thus, using the peach 
blossom to imply Lim is an easy-going woman represents another implicit message 
that requires explication.  
Additionally, the peach blossom has been associated with fragility and pathos. 
Li He (790/791–816/817), a famous poet of the Tang dynasty, wrote in “Let Wine Be 
Brought In!” (Qiang Jinjiu, 將進酒) “Especially now when green, spring days / Are 
turning to dusk, / With peach-petals falling wildly / Like pink showers.”72 By 
lamenting that the sun was about to set and peach petals were falling like carmine 
showers, the poet wished to suggest that such splendor and beauty are transitory as 
the most glamorous moments in life are the moments right before death.  
Peach blossoms are used in the film to signify pathos and the fragility of life. A 
short verse used to promote The Peach Girl, which was published in Shenbao (“The 
Peach Girl,” 1932, p. 14), reflects this cultural reference: “Since ancient times, the 
peach blossom has symbolized ill fate; a miserable young man lacking good fortune. 
Never smile since in vernal breeze, the carmine tears are dropping like last year.” 
                                                             
71 Luo Mingyou (羅明佑, 1900–1967), or Lo Ming Yao, was one of the pioneers of Chinese 
cinema. He established Huabei Film Company in Beijing in 1927. In 1930, his company, 
Minxin, and Da Zhonghua baihe jointly founded a new company, Lianhua Film Company. 
72 The English version of the poem was translated by J.D. Frodsham.  
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The “ill fate,” “lacking good fortune” and “carmine tears” not only stir spectators’ 
expectations and curiosity, but also foretell the tragic ending of the film.   
Another CBT in these lines is “carmine tears.” In the first line of this intertitle, 
the rouge, peach blossom, and tears are linked through their similar colors, “If with 
the water’s rosy hue comparison be made, / Carmine tears and dewy flowers seem of 
the self-same shade.”73 The reference to ‘carmine tears’ is said to be sourced from a 
story about Yang Yuhuan74. When Yang Yuhuan was selected to be an imperial 
concubine, she was upset at having to leave her parents. Her sadness was such that 
she shed tears of blood (Xie & Yang, 2010, p. 143). The ‘carmine tears’ from 
“Peach-blossom” shares an identical cultural reference with the “tears of blood” in 
Yang Yuhuan’s story, both standing for sadness. By connecting carmine tears to the 
peach blossom, “If tears are likened to [a] blossom,” ‘carmine tears’ reinforce the 
association between peach blossoms, sorrow, and death. In this light, the peach 
blossom/tree and carmine tears attempt to deliver four connotative messages: the 
beautiful but frivolous girl, love, sorrow, and death.  
The purpose of literary translation is often simultaneously to preserve the style 
of the original text and remain loyal to the author’s intention. Accordingly, when 
translating poems from the great literary masterpiece A Dream of Red Mansions, 
translators like Yang Xianyi and Gladys Yang would choose to maintain the 
syntactic structure of the original poem and form a poetic rhythm in English. Their 
translation retained the text’s cultural connotations. This translation strategy is 
                                                             
73 This is David Hawkes’ translation. I believe his version of these two sentences is better 
than Yang’s, as he linked rouge, peach blossom and tears based on their similar color.  
74 Yang Yuhuan (楊玉環, 719–756), also known as Yang Guifei, was one of the Four 
Beauties of ancient China. She was the highest-ranking imperial concubine of Emperor 
Xuanzong of Tang. 
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suitable when time and space allows. Readers can connect the individual poem to the 
context, return to it whenever they want, and spend as much time as they need to 
figure out the underlying meanings and messages.  
However, intertitles are transient and non-reversible, and this intertitle card 
lasts just 16 seconds. The purpose of intertitle translation differs from literary 
translation: English intertitles should help foreign spectators immediately receive 
specific information required to understand the story of a film. Therefore, rather than 
translating the text into an English poem, as would be done for a literary translation, 
the translator directly informed the spectators of the analogy between peach 
blossoms and teardrops by stating that “the tender colour of the peach blossoms has 
been compared to that of human teardrops.” The translator then further spelled out 
and explained the reason for this comparison by straightforwardly pointing out the 
latent message, “the peach tree speaks of love, of sorrow, and of tears.”  
The only cultural association the English intertitles overlook is the connection 
between peach blossoms and a fine complexioned young girl. However, this linkage 
has been addressed and reinforced throughout the storyline by intertitles and images. 
In this respect, to avoid redundancy, the explication of this reference in the first 
intertitle card could be left untranslated.  
Providing foreign spectators with this English intertitle, which is both 
straightforward and information-oriented, resembles giving them a password to enter 
the alien fictional world, and help them form correct expectations regarding the film 
so they could better immerse themselves in and make sense of the story.  
B. Generalization 
Explicitation allows translators to select which and how many cultural 
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references they would spell out to orient how foreign spectators perceive the films 
while Generalization and Elimination let translators emphasize certain information to 
fulfill this purpose.  
Generalization refers to replacing source CBTs with something more general in 
TT in the forms of hyponym or metonymy (Pedersen, 2011, p. 85). In the context of 
Chinese silent films, it denotes English intertitles using hyponymic or metonymical 
terms to summarize and simplify the complex messages CBTs deliver in Chinese 
intertitles.    
The apt illustration for English intertitles syntactically and lexically 
summarizing and simplifying the messages delivered by Chinese intertitles can be 
found in Red Heroine. This story concerns a country girl named Yun Ko who 
transforms into a female knight-errant. Yun Ko is captured to be made a warlord’s 
sexual slave. A knight-errant rescues her and trains her to be a woman warrior. At 
the end of the film, she saves her female friend, also enslaved by the warlord, and 
pairs her off with her cousin. When Yun Ko is caught by bandits, the slave girls try 
to persuade her to become the warlord’s concubine, saying: 
ST MT TT 
你要是跟了將軍。 If you are with the General, 




you will have greasy dishes,  
dress in silk and satin, 
you will be rich 
呼奴叱婢。 and order around the servants. noble 
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何等威風快活。 How powerful and happy you will be? happy 
 
“吃油着綢,” which can be translated directly as ‘eat oily dishes, dress in silk 
and satin,’ is a culturally-specific term rooted in the environment that spawned the 
film. Endless fighting among warlords meant that people living in 1920s Republican 
China were very poor. The four Chinese characters that form this phrase thus form a 
synecdoche meaning rich life. The translator’s use of ‘rich,’ a superordinate term, to 
render this CBT, represents a succinct and accurate word choice. Similarly, his use of 
‘noble,’ another more general term, to render the literal phrase ‘order around 
servants,’ a Chinese expression representing the life of the privileged class, fully 
expressed the delicacy of the line.   
When Chinese intertitles function to interpret the visuals by either pinpointing 
or highlighting certain information conveyed by the pictorial tracks, the translator 
would adopt Generalization or Elimination to simplify the messages and emphasize 
information vital to foreign spectators’ comprehension of the film. 
Similar examples can be found in Poor Daddy. The film depicts a cowardly 
man named Old Hu, who is framed and accused of crimes committed by his cheating 
wife’s lover. Old Hu’s brave and intelligent son rescues him by unveiling the truth. 
To represent Old Hu being assaulted and abused by his wife, the visuals first show 
his wife yelling at him and forcing him to run the mill in the evening (Fig. 4.4-4.5), 
then the intertitle cuts in, interpreting the visuals. This is followed by another scene 
showing him working as a boatman in the daytime (Fig. 4.6).  
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ST MT TT 
日搖船，夜推磨。 
Working as a boatman in 
the daytime, while running 
the mill at night,  
Old Hu’s daily 
toils 
肚皮餓癟，耳朵拉破。 He is hungry and worn out.   
老胡老胡，吃盡了老婆的苦。 
Old Hu, Old Hu,  
He suffers a lot from his 
wife.  
 
Culture-bound elements also contain “grammatical categories that exist only in 
this one language, vocative forms (tu/vous), the use of certain rhetoric, metaphors 
and idioms” (Nedergaard-Larsen, 1993, p. 210) as well as slang, dialect, tattoo 
languages and so on in spoken language. In the form of doggerel, the morphological 
traits, syntactic structure, and the poetic rhythm of the Chinese intertitles form the 
CBTs. Direct translation will yield ineffective and lengthy English intertitles, as can 
be seen from my translation. The translator used Generalization to replace this 
doggerel, which is deemed complex and anomalous to the foreign spectators with the 
4.4-4.6 Poor Daddy (1929): Old Hu’s daily toils 
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more general phrase ‘Old Hu’s daily toils,’ serving as a chapter heading and covering 
all the messages delivered by the Chinese intertitles, without including any redundant 
information. 
Replacing the Chinese CBTs with superordinate terms in English, 
Generalization lexically and syntactically simplifies the messages so as to highlight 
the information most relevant for foreign spectators to construct the narrative. 
Besides, during the generalization of the ST, to avoid redundancy, the translator 
eliminated information that spectators could obtain from the visuals, such as 
‘working as a boatman,’ ’running the mill,’ and ‘he suffers a lot from his wife.’ This 
technique is known as Elimination.  
C. Elimination 
This involves “depriving the target text (the subtitles) of all those elements that 
do not modify the sense of the message but its form (e.g., pleonasms, hesitations, 
repetitions, onomatopoeia, interjections, etc.) and of those elements that the viewers 
can gather from the visual information” (Antonini, 2005, p. 213-214)75. When 
rendering CBTs in Chinese intertitles, translators cut off repeated information, 
including both messages obtainable from the visuals and tautologies in the Chinese 
intertitles.  
An apt example of the elimination of information that spectators can also 
obtain from the visuals can be found in Red Heroine. When Yun Ko, together with 
other women, is given to the head of the warlords, she occupies the privileged 
position in a spanning shot. The shot draws a contrast between Yun Ko and the other 
                                                             
75 Concerning how to translate information such as “personal names, cultural references, 
acronyms, etc.” in subtitles, Rachele Antonini (2005) proposed that elimination, rendering 
and simplification were the three main operations (p. 209-225).  
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4.7-4.9 Red Heroine: Yun Ko is given a privileged position by mise-en-scene. 
arrested women: while the rest of the women wear plain clothes, their hair pushed 
back in buns, standing still with heads bowed, Yun Ko wears a patterned costume 
with long black braided hair, causing her to stand out starkly against the other 
women. As Harrison Ford argued, “costume is a very important thing. It speaks 
before you do. You know what you are looking at” (as cited in Bordwell, 2017, p. 
120). Besides, as the “most expressive parts of the face are the mouth, eyebrows, and 
eyes. All work together to signal how the character is responding to the dramatic 
situation” (Bordwell, 2017, p. 134), Yun Ko’s fringe combines with her slight frown 
to make her eyes stand out. Her dark lip gloss and the movement of her hand toward 
her chin highlights the movement of her lips and her open mouth. As she glances 
around, her facial expression and body movements accentuate her fear and make her 
appear “like a crane standing among chickens” (Fig. 4.7-4.9).   
ST MT TT 
娟娟此豸。 She is so beautiful, 
Poor girl, so beautful [sic] , 




How can she be not noticed by 
them? 
how could escape the sharp 
glances of these militarists. 
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The Chinese intertitle that follows the visuals serves three functions: 
illustrating the visuals, reinforcing crucial information emphasized by the 
mise-en-scene, and articulating the causal relations. “娟娟此豸 She is so beautiful” 
and “ 雞群之鶴 ” (like a crane standing among chickens) guide spectators’ 
interpretation of the pictorial track and help spectators immediately grasp the 
filmmaker’s intention with the spanning shot: namely to emphasize Yun Ko’s 
beauty. Furthermore, the Chinese intertitle also sheds light on a cause-effect dynamic 
with implications for the story: because of her radiant looks, she will not be able to 
“escape the sharp glances of these militarists.” 
“雞群之鶴” is one of the CBTs in this intertitle. And it is a transcultural CBT: 
it is a foreign element, but at the semantic level, is accessible to the target spectators. 
Besides, despite lacking the matching phrase structures, like verbs to verbs and 
nouns to nouns, “娟娟此豸” and “雞群之鶴” still loosely form a couplet. This is the 
other CBT. The translator did not render all the features of Chinese intertitles, for 
example, leaving “雞群之鶴” untranslated. As spectators can first get a meaning 
from the pictorial manifestations, the translation has already rendered all the 
information that foreign spectators need. Besides, this phrase functions as a 
rhetorical instrument that reinforces the enunciated information “so beautiful.” 
Therefore, repeated information can be left un-rendered to avoid redundant 
information and exceedingly long intertitles.  
Another example of the translator eliminating repetitive information contained 
in the Chinese intertitle can be found in Mother’s Happiness (1926).  
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ST MT TT 
樹欲寧而風不靜， 
Now a tree wishes to have tranquility, 
but the wind does not rest. 
We dare say that 
the only time when 
children think of 
their parents, is the 
time when their 
parents are 





A son wishes to nourish his parents, 





When the parents get severely sick, 
children will realize how shabbily 
they treated their parents, and then 
they deeply regret.  
 
This Chinese intertitle functions as the author’s comment on the story, provides 
psychological descriptions that externalize the characters’ thoughts, and also 
interprets the subsequent visuals. 
“Now a tree wishes to have tranquility, but the wind does not rest. A son 
wishes to nourish his parents, but they do not wait for him” is an idiom sourced from 
a story in “Giving Rein to Thought” (Zhi si, 致思) of The School Sayings of 
Confucius (Kongzi jia yu, 孔子家語)76. On the way to Ch’i, Confucius met a man 
weeping for his failures. The man told Confucius that on returning home after a 
                                                             
76 Kongzi jia yu, with the English titles The School Sayings of Confucius, or Family Sayings 
of Confucius, is an ancient Chinese collection of the saying of Confucius. This work was 
continuously composed and edited until the early Han dynasty (206 BC–220 AD). The 
extant version contains 10 scrolls and was compiled by Wang Su.  
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period of study and travel, he found his parents were gone and so felt a sense of 
personal failure. Confucius then said “Now a tree wishes [to have] tranquility, but 
the wind does not rest. A son wishes to nourish his parents, but they do not wait [for 
him]” (Confucius, Kramers & Robert, 1950, p. 235).  
The Chinese intertitle translates this idiom intralingualy77, from classical to 
vernacular Chinese, as follows: “When the parents get severely sick, children will 
realize how shabbily they treated their parents, and then they deeply regret.” This 
provides a situational explanation of the idiom, not only spelling out its literal 
meaning, but also paraphrasing the idiom such that it relates to and better fits the 
situation. Therefore, rather than rendering both the original idiom and its intralingual 
and situational translations, the translator only translated the latter. By eliminating 
repetition, this approach makes the English intertitle more eloquent. 
Translators could tighten the narrative and help foreign spectators quickly 
obtain essential information by eliminating distracting information and simplifying 
the syntactical structure. On the other hand, sometimes they would also add some 
extra information to make TL intertitles more comprehensible. This strategy is called 
Completion. 
D. Completion 
Jan Pedersen (2011) described Completion as “cases where the added material 
is latent in the ST ECR [Extra-linguistic Cultural References]78, as part of the 
                                                             
77 Intralingual translation, or rewording, according to Roman Jakobson (1959), “is an 
interpretation of verbal signs by means of other signs of the same language” (p. 233).  
78 Pedersen (2011) defined Extra-linguistic Cultural References (ECR) as “reference that is 
attempted by means of any cultural linguistic expression, which refers to an extralinguistic 
entity or process. The referent of the said expression may prototypically be assumed to be 
identifiable to a relevant audience as this referent is within the encyclopedic knowledge of 






information, thus helping foreign spectators construct the narrative in the way the 
filmmakers intended.   
E. Substitution 
Besides the strategies discussed above, Substitution is also an effective 
translation technique that helps English intertitles enhance narrative clarity for 
foreign spectators. Substitution refers to the replacement of source culture CBTs with 
something else accessible to TT readers. The replaced elements can either be 
something from the target culture, or transcultural elements that both ST and TT 
readers/spectators can understand. Substitution is a target-oriented strategy as it 
“leaves the reader in peace, as much as possible, and moves the author toward him” 
(Schleiermacher, as cited in Venuti, 1995, p. 20).  
In The Pearl Necklace, after the pictorial track (Fig. 4.12-4.14) showing 
Sui-ching preparing for the party, the intertitle reads, 
ST TT (Paul White) TT 
裝罷低聲問夫壻，  She whispers to him after 
touching up her face:  
She wispers [sic] to him: 
Am I not dress up nicely? 
畫眉深淺入時無？ “Have I painted my brows with 
fashionable grace?” 
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This line is taken from Zhu Qingyu’s “Presented to Zhang Ji of the Thoughts in the 
Boudoir” (Jinshi shang Zhang shuibu, 近試上張水部)79, 
Last night red candles burned bright in the bridal room; 
At dawn the bride will bow to her new parents with the groom.  
She whispers to him after touching up her face:  
“Have I painted my brows with fashionable grace?”  
(Yuan & White, 2018, p. 74) 
Zhu Qingyu wrote this poem on the eve of his government examination to 
Zhang Ji, the Court Gentleman of the Bureau of Waterways and Irrigation. This 
poem portrayed a newlywed bride anxious about formally meeting her husband’s 
parents the next morning after the wedding ceremony. By comparing himself to a 
bride asking her husband whether her eyebrows are fashionably painted or not, Zhu 
                                                             
79 Zhu Qingyu (朱慶餘, dates of birth and death unknown) was a Chinese poet of the Tang 
dynasty. “After gaining the jinshi degree in 826, Zhu was appointed to work on the Imperial 
Diary in the Palace Library. He gained fame for his poetry when his talent was recognized 
by the influential poet Zhang Ji (766-830).”  
Retrieved from https://www.cuhk.edu.hk/rct/renditions/authors/zhuqy.html. The English 
translation is cited from Yuan Xingpei’s An Outline of Chinese Literature I, translated by 
Paul White.  
4.12-4.14 The Pearl Necklace: Sui-ching is getting ready for the party.  
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Qingyu intended to ask if his literary skills met Zhang Ji’s approval and expressed 
his own feelings of nervousness about the coming examination (Huang, 2006, p. 48; 
Yuan & White, 2018, p. 74). The metaphor is not relevant to the story, and so is not 
explicated in the English intertitle.  
To help foreign spectators understand Sui-ching’s meaning, the crucial issue is 
how to render “畫眉” (huamei, brow painting). In Chinese literary works, brow 
painting has long been a synecdoche for applying makeup and the pursuit of beauty. 
This is exemplified by what Li Shangyin80 wrote in one of his “Untitled” (Wu ti, 無
題) poems. He described a girl starting to put on makeup and try to appear pretty by 
suggesting that she already started learning how to paint long brows from a very 
young age, “At eight she steals glances in the mirror. / She already knows how to 
paint long brows” (C. Yeh, 2018, p. 91).  
Moreover, the use of well-painted brows to signify female beauty is a 
well-developed tradition in Chinese literature. As early as the Warring States period 
of ancient China, Qu Yuan compared himself to a beautiful woman by writing 
“Women-throngs envied my delicate brows, / they made scurrilous songs, they said I 
loved lewdness” (C. Yeh, 2018, p. 46). Additionally, in A Dream of Red Mansions, 
when Lin Daiyu first enters the stage, Cao Xueqin characterized her beauty with the 
phrase “Her mist-wreathed brows at first seemed to frown, yet were not frowning”81. 
                                                             
80 Li Shangyin (李商隱, 813-858) was a Chinese poet of the late Tang dynasty. His most 
famous poem is “Untitled ∙ The Sad Zither” (Wuti ∙ Jinse, 無題 · 錦瑟).  
81 This is David Hawkes’ translation. Yang Xianyi and Gladys Yang translated this to read 
“Her dusky arched eyebrows were knitted and yet not frowning.” I adopted Hawkes’ 
version, as I believe “mist-wreathed brows” translates “罥煙眉” better than “dusky arched 
eyebrows.” 
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Moreover, Bai Juyi82 described the beauty of Yang Yuhuan by writing “The lotus 
flowers were like her face; / The willows like her eyebrows.”83  
Understood in this light, Sui-ching is literally asking her husband, “Do I look 
beautiful?” Foreign spectators would be confused if the translator directly translated 
her line to read “Have I painted my brows with fashionable grace?” Foreign 
spectators would be unable to connect this utterance, particularly the reference to 
brow painting, with the pictorial scene they had just watched. However, the 
expression “dress up nicely” 84  is more familiar to foreign spectators, and so 
effectively substitutes for ‘paint brows with fashionable grace,’ allowing English 
intertitle readers to instantly understand what is being referred to. Secondly, this 
non-literal translation better matches 
what is represented by the pictorial 
track: Sui-ching double checks her 
dazzling dress and hair, puts on her 
pearl necklace, and then turns to her 
husband. The English intertitle also 
complemented the illustration on the 
title card next to the narrative text: in 
front of a mirror, a young woman with 
                                                             
82 Bai Juyi (白居易, 772-846), courtesy name Letian, was one of the most famous Tang 
poets. Especially notable among his poems are “Song of Eternal Sorrow” (Chang hen ge, 長
恨歌) and “Song of the Pipa Player” (Pipa xing, 琵琶行). 
83 These two lines are from “Song of Eternal Sorrow,” translated by Yang Xianyi and 
Gladys Yang. 
84 According to the Cambridge Dictionary, “dress up’ stands for “to put on formal clothes 
for a special occasion.” Retrieved from 
https://dictionary.cambridge.org/zhs/%E8%AF%8D%E5%85%B8/%E8%8B%B1%E8%AF
%AD/dress-up. 
4.15 The Pearl Necklace: the illustration 
shows a young woman standing in front of a 
mirror, wearing exquisite headgear and a 
well-designed dress. 
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exquisite headgear is wearing well-designed clothes (Fig. 4.15). Therefore, the better 
match between the English intertitle and both the static and moving images make the 
breach of the reference to “painted my brows with fashionable grace” from the 
Chinese intertitle barely perceptible to the spectators.  
The translation of “今天吃了和事酒，你們就該和好了” in Laborer’s Love is 
another good example. The translator used a target culture CBT to replace the source 
culture CBT. Rather than directly translating the sentence as “Drink the harmony 
wine today, you will be reconciled,” the translator restructured the entire sentence to 
read “It is unwise to fight. So let us eat, drink and be merry.” As Jin Haina (2013) 
pointed out, “eat, drink and be merry” was a biblical quotation from Luke 12:19, 
“Then I will say to myself, ‘You have plenty of good things laid up for many years. 
Take it easy. Eat, drink, and be merry!” (p. 156). In the context of Luke, this sentence 
expresses an abundant life where one is 
free of worry and merely enjoys life. 
The English intertitle delivers a 
different meaning from the connotative 
meaning of this biblical usage, but 
makes more sense when linked to the 
visuals. As the images present people 
eating, drinking, and laughing (Fig. 
4.16), the English intertitles closely fit 
this situation.  
By adopting Substitution, the English intertitle removed the exotic CBTs and 
exposed the spectators to something with which they were more familiar. In this 
4.16 Laborer’s Love: people are eating and 
drinking happily.  
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way, English intertitles are space-efficient, as no further explanation is needed. More 
importantly, English intertitles are semantical-efficient, as spectators can 
immediately understand their meaning.   
By using Explicitation, Generalization, Elimination, Completion, Substitution, 
and their combinations to render cultural elements in both Chinese intertitles and 
images, translators explicated, interpreted, highlighted, and added information to 
create English intertitles that were intelligible, concise, straightforward, and 
information-oriented. English intertitles enhance narrative clarity by helping foreign 
spectators establish coherence between texts and images and draw causal relations to 
understand the fictional world.   
The next part of this chapter will look closely at English intertitles in A Spray 
of Plum Blossoms, a Chinese cinematic adaption of Shakespeare’s The Two 
Gentlemen85, to further discuss the translation strategies used to render CBTs and the 
characteristics and functions of English intertitles.  
 
III. A Spray of Plum Blossoms: from Italy to China, from Play to Film 
A greatest masterpiece produced by Lianhua; Adapted from the immortal 
masterpiece by the literary virtuoso William Shakespeare; Catch up with 
Western culture, better than all Chinese films; Simultaneously projected 
in Nanjing, Peking, Shanghai and some places in South-Central China.    
Shenbao, 18 July 1931 
                                                             
85 Concerning the numerical designations of acts and scenes of the play, I refer to the edition 
printed for J. Bell and C. Etherington, 1776.   
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Almost all the advertisements for this film highlighted Shakespeare. Making a 
reference to ‘Shakespeare,’ the world’s greatest ‘literary virtuoso,’ a selling point, 
this advertisement sought to raise the status of the film A Spray Plum Blossoms to a 
level comparable to Western culture to attract more spectators, such as upper-class 
and literate Chinese who preferred foreign films. 
As Shakespeare was simultaneously ‘popular’ and ‘literary,’ cinematic 
adaptations of his work sough to effectively bridge the distinction between the 
“high” (literary) and the “low” (mass media) arts. This practice resembles that of 
studios like Vitagraph when film, as a new form of art, was criticized for being 
eroding cultural standards. They produced silent films “on Shakespearean topics to 
demonstrate film’s morally—and culturally—uplifting potential and to assert the 
compatibility of traditional high art with the new medium” (Lanier, 2007, p. 62). 
According to a movie review published in Screen Weekly (Yinmu zhoubao, 銀
幕周報), words such as ‘foreign,’ ‘adapted’ and ‘Shakespeare’ were effective in 
encouraging more spectators into the theater:  
My favorite entertainment is watching films. I go to movie theaters two 
or three times a week to watch mainly imported films. I might watch 
Chinese films only once a year because they cannot artistically nor 
technologically attract me…Recently, A Spray of Plum Blossoms 
screened in Isis Theater. I went to watch it because I was tempted by the 
advertisement. (Wen, 1931, p. 9)  
This film turned out to be a great success. It screened consecutively for two 
months, from July to September, with simultaneous screenings nationwide. The 
film’s premiere occurred in Isis Theater, a first-run theater that exclusively exhibited 
European and American movies and catered primarily to foreigners and upper-class 
175 
Chinese. It was also screened in Peking Pavilion. Beijing had fewer movie theaters 
than Shanghai, and the Peking Pavilion was one of the first to be established and also 
one of the most important (North, 1927, p. 17). The film was shown, on and off, until 
1933 according to screening information published on Shenbao. A reader of Film 
Magazine sent the following letter regarding his experience of viewing the film:  
It was raining so hard that day. We arrived at the theater two hours in 
advance but there were already many waiting for tickets. As soon as the 
door opened, people rushed in. Many got their clothes and umbrella torn 
up… And this was only the case in the south. If not for the simultaneous 
national release, it would have been more crowded. (as cited in Z. Zhang, 
2004, p. 158) 
Additionally, a cinematic adaptation of a literary work requires interpreting the 
verbal signs by means of signs of a nonverbal sign system. As a foreign play adapted 
film, A Spray of Plum Blossom thus involves not only interlingual and intrasemioctic 
translations, but also intersemioctics translation. Then, what role do English 
intertitles play in such a film? How do they relate to images? 
A. The Co-existence of the Original and the Adaptation: An Introduction  
A Spray of Plum Blossoms (a.k.a. YIHJANMAE) was scripted by Huang 
Cuoyi, directed by Bu Wancang, and released by Lianhua in 1931. When Huang 
Cuoyi and Bu Wancang transplanted the story from Verona and Milan to the Chinese 
context, they placed the action in Shanghai and Canton, the two important treaty 
ports in Republican China. 
Similar to the original play, the story centers on a multangular relationship 
between Hu Lunting (Valentine), Shi Luohua (Silvia), Bai Lede (Protues), and Hu 
Zhuli (Julia). Characters’ names from Shakespeare’s original work (names in the 
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brackets) were preserved and used in the English intertitles. Rather than explicating 
the tactic meaning embodied by characters’ names, translators/scriptwriters 
transliterated them into Chinese, doing so in a manner that could cue the spectators 
to the characters’ traits.86 
On the other hand, the kinship relations were added to the characters and their 
features were changed. Valentine, a romantic and sentimental young man in the 
original play, becomes Hu Lunting, a passionate and ambitious military cadet. Unlike 
Valentine, who leaves Verona for Milan to expand his horizons, Hu Lunting leaves 
Shanghai for Canton to serve his country—having been appointed to work in Canton. 
Meanwhile, Julia is reimagined as his sister Hu Zhuli, “a model [for] the modern 
maidens.” Silvia, the Duke’s daughter in the play, becomes the daughter of Hu 
Lunting’s general, and is characterized by the intertitles as “a maiden with the spirit 
of masculinity.” She is the cousin of Bai Lede (Proteus). Zhang Yingjin (2008) 
argued that the addition of kinship relations to the characters Sinicized the narrative, 
devalued “Shakespeare’s emphasis on the early modern European discourse male 
friendship,” and played up “the intrigues of heterosexual romance” (p. 91). 
The text is inserted in history, and history (society) is embedded in the text. 
Considering that Japan occupied Northeast China at the time of the film’s release and 
Chinese nationalism was rising, both Hu Lunting and Bai Lede’s identities (military 
cadets) are something different but nevertheless better fit the Chinese social and 
political context. Similarly, Hu Zhuli and Shi Luohua exhibit firm will, autonomy, 
and the courage and abilities to pursue and achieve their own willingness. They 
                                                             
86 Zhang Yingjin (2008) suggested that Valentine was the “patron saint of lovers,” while lun 
in Hu Lunting emphasized his ethical integrity. Proteus was “a Greek sea god known for 
changing shapes (hence, a synonym for deceit),” and le in Bai Lede “reveals [his] indulgence 
in pleasure while the surname Bai implies his ultimately abortive effort.” Julia symbolized 
passionate temper as it was “derived from the hot summer month July.” Silvia referred to the 
woods, “foreshadowing the pastoral setting near the play’s ending” (p. 90).  
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represent the new woman promoted by the discourse of the May Fourth Movement. 
Moreover, as Zhang Yingjin (2008) suggested, at the end of the film, they wore 
military uniforms and rode horses to march with soldiers. This “conveys to its 
audience a desirable sense of power at that time” as well as militant nationalism (p. 
93). 
Identical to Shakespeare’s storyline, when Hu Lunting arrives in Canton, he 
and Shi Luohua fall in love. Meanwhile, Bai Lede, on being appointed to work in 
Canton by his father, falls in love with Shi Luohua at first sight, putting Hu Zhuli, 
with whom he had already exchanged rings back in Shanghai, out of his mind. To get 
Shi Luohua, Bai Lede frames Hu Lunting to get him banished, leading to Hu Lunting 
becoming a bandit chief.  
When Hu Zhuli learns from the newspaper of her brother’s suffering, she 
decides to come to Canton to help him. After reaching Canton, she soon finds out 
about Bai Lede’s love for Shi Luohua. Similarly to Julia when she dresses up as 
Proteus’ page boy, Hu Zhuli dons a military uniform and becomes a military aide to 
work with Shi Luohua to investigate Hu Lunting’s banishment. Similar to the 
original play, the film ends happily with Bai Lede confessing his betrayal and being 
forgiven by Hu Lunting, after which the two couples reconcile. 
Regarding this cross-cultural and inter-media practice, Zhang Zhen (2004) 
suggested that it acted “not merely ‘translate’ one culture for and in terms of another 
in a linguistic sense,” but also “create a space in which the original and the 
adaptation coexist with tension. At the same time, they generate a surplus of meaning 
that cannot be subsumed by either the source language/culture or the target 
language/culture,” representing a “cosmopolitan projection of visual pleasure and 
cultural experience” (p. 146-147).  
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Echoing her argument, Zhang Yingjin (2008) further demonstrated the 
meaning of “the original and adaptation coexist.” Besides discussing the 
intertextuality represented by rectifying the relations and names, he noted that 
cultural hybridization was also represented by the intertextual performance and the 
Sinicized storyline, which included emphasizing “the new woman,” “the infusion of 
nationalist sentiment,” and the “embellishment of plum symbolism.” More 
importantly, he pointed out that bilingual intertitles embodied the cosmopolitanism 
as “bilingual readers might discover a different viewing experience that 
approximates a simultaneous reading of the original and the translation.” Translation 
in this film was bidirectional, from Chinese to English and vice versa, as some lines 
were directly taken from Shakespeare. Bilingual intertitles “merge translation and 
adaptation into the same composite process” (p. 90-95).   
Zhang Zhen’s study draws a contextual map by connecting Chinese literary 
translation to the Chinese film industry, rising nationalism, and cosmopolitan 
aspirations. Zhang Yingjin’s research emphasized discussion of the relationship 
between the original text and filmic adaption from the perspective of authority 
(original text as the source of authority) and authorship (target context as multiple 
sites of new authorship).  
Drawing on their discussions, my understanding of bilingual intertitles 
overlaps with that of Zhang Yingjin. Extending his understanding to deeper and 
broader layers, I propose that Chinese filmmakers intend to use Shakespearean 
English intertitles to influence spectators’ reception of this film and enhance the 
status of the film as Shakespeare is simultaneously ‘literary’ and ‘popular.’ English 
intertitles are the mediator between the two media (drama and film) and different 



















thesis focuses on the mediating role of intertitles in linking different media and 
cultures.   
The investigation of intertitles being the conjunction between media comprises 
two parts. The discussion in Chapter 3 of intertitles in The Stormy Night is central to 
the first part of my investigation, which examines the influence of Butterfly literature 
on intertitles. I identify intertitles and their interactions with images provide 
spectators familiar ingredients that characterize Butterfly literature, such as ornately 
textured words and sentences, so as to influence their engagement with and 
perception of the film.  
The other film investigated in this study is A Spray of Plum Blossoms, adapted 
from Shakespeare’s play The Two Gentlemen of Verona in the last part of Chapter 4. 
By tracing the marks of expressions from Shakespeare that are left in this film 
through the prism of intertitles, I contend that English intertitles serve as the 
mediator between this Chinese film and Shakespeare’s original play. The Chinese 
filmmakers intended to enhance the status of the film to a level comparable with the 
Western literature by using English intertitles to represent the quintessence of 
Shakespeare: Shakespearian language. Simultaneously, by providing familiar 
ingredients to overcome the unfamiliarity to them of Sinicized images and narrative 
patterns, English intertitles and their interactions with images make this Chinese film 
intelligible to foreign spectators. 
My discussion illuminates how intertitles and their interactions with images 
connect two semiotic systems and media. I consider intertitles channels that allow 
the salient features of the literary works to operate within the new signifying system. 
By rendering or imitating the reading experience of relevant literary works, with 
which receptors are familiar, intertitles fuse with images to affect the ‘look and feel’ 
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of the films and aesthetically and ideologically influence the perceptions of 
spectators. 
The interaction of intertitles with images to orient spectators’ understanding of 
films becomes more conspicuous in the discussion in Chapter 4, centering on English 
intertitles helping make Chinese films, which were spawned by one signifying 
context, intelligible to foreign spectators originating from another.  
My discussion underscores that the information English intertitle readers 
depend on to understand films is processed and embodies the intentions of 
filmmakers regarding how these films should be perceived. In other words, English 
intertitles selectively render the information deliver by Chinese intertitles and their 
interactions with the visuals. Thus, the process by which English intertitles working 
together with the visuals to make Chinese films intelligible to foreign spectators 
further echoes and strengthens my argument: English intertitles are the most obvious 
and direct representations of how intertitles narratively guide perceptions of Chinese 
films, from a cross-cultural perspective.   
I adopted text-image relations as well as interlingual and cross-cultural analysis 
to argue that intertitles and their interactions with images orient spectators’ 
perceptions of the on-screen world in terms of narrative, aesthetics, ideology, and 
culture.   
 
II. Intertitles: An Indispensable Part of Chinese Films  
Intertitles are much more important and indispensable in Chinese films than in 
Western films. They are essential for forming a complete narrative, and interact with 
images to generate narrative information that is required to build comprehensive 
casual relations. Intertitles link fragmentary messages that pictorial tracks delivered 
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to maintain narrative coherence. Simultaneously, they help spectators better 
understand films by offering Chinese spectators familiar formulas when approaching 
the unfamiliar signifying system of silent cinema. The familiar formulas could be 
Sinicnized narrative patterns such as omniscient narration, long widely used in 
Chinese literature, or even the written language itself.  
Unlike Western silent films, which by the 1920s had already established a 
standardized and elaborate visual coding system, Chinese silent films could not rely 
on visuals alone to create a complete narrative. During the 1920s and the early 
1930s, Chinese films were still completing the transformation from “cinema of 
attractions” to narrative films. Without a sophisticated visual coding system, Chinese 
silent films depended heavily on intertitles to provide narrative information to 
spectators. Not until the mid-1930s did Chinese silent filmmakers’ camera and 
editing consciousness became more mature, with the result that intertitles became 
less common. An apt illustration can be found in the celebrated silent film The 
Goddess (1934). In the opening sequence, the visuals indicate the action takes place 
in the evening by showing a worker climbing a ladder to light a streetlamp. The 
scene then changes to the inner space. At the center of the shot, the clock on the table 
reads 8:45. The visuals alone identify the time, leaving no need for intertitles to serve 
as a temporal indicator. 
Additionally, Chinese actors and actresses lacked professional training. The 
earliest famous Chinese actresses were mostly “part-time amateurs with pretty faces” 
(M. Chang, 1999, p. 132). For example, Wang Hanlun (1903-1978), the female 
protagonist of the first full-length feature film An Orphan Rescues His Grandfather 
(1923), was a typist. Ruan Lingyu was the daughter of a household servant. Even Hu 
Die (Butterfly Hu, 1908-1989) received only brief professional training from the 
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China Film Academy (Zhonghua dianying xueyuan, 中華電影學院). Only in the 
1930s would leading roles in Chinese films first be played by professionally trained 
actresses with stage performance skills, with examples including Wang Renmei91 
and Li Lili92. Thus, except for famous stars like Wang Hanlun, Ruan Lingyu, and 
Hudie, who were talented actresses but lacked professional training, many early 
actors and actress were incapable of correctly and accurately communicating with 
spectators through their body movements and facial expressions. Intertitles thus were 
used to make up for the deficiencies in the performances of actors.   
Finally, during the 1920s and early 1930s, many Chinese spectators were less 
experienced than Western audiences. Westerners could grasp visual cues offered by 
mise-en-scene and editing, or relied on simple hints from intertitles to understand 
films. In contrast, Chinese spectators were unfamiliar with the rules of pictorial 
narrativity based on editing and mise-en-scene, and so in understanding films they 
were more dependent on the written word, the most traditional way of obtaining 
information.  
In the context of Chinese cinema, intertitles are clearly an indispensable part of 
forming a complete narrative. The illustrations and ornate borders on title cards 
immerse intertitles in the pictorial series and thus enable them to better operate 
within the new signifying system. In this light, intertitles connect the traditional 
                                                             
91 Wang Renmei (王人美, 1914-1987) was a famous Chinese film actress and singer, 
nicknamed the “Wildcat of Shanghai.” She attended the Meimei School, which trained girls 
in singing and dancing. This school later changed its name to the Bright Moon Song and 
Dance Troupe (Mingyue gewutuan, 明月歌舞團). Wang Renmei played a leading role in 
famous films such as Song of the Fishermen (Yuguang qu, 漁光曲, dir. Cai Chusheng, 
1934). This film was sent to the Moscow International Film Festival and won an 
international award in 1935.  
92 Li Lili (黎莉莉, 1915-2005), originally named Qian Zhenzhen, was nicknamed “Sweet 
lady.” A famous Chinese film actress and singer of the 1930s, she was also a member of 
Bright Moon Song and Dance Troupe (see the previous footnote), and her famous films 
include Queen of Sports (Tiyu huanghou, 體育皇后, dir. Sun Yu, 1934) and The Big Road 
(Dalu, 大路, dir. Sun Yu, 1934).  
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5.1. New Woman (1935): the Chinese 
intertitle floats into and is superimposed 
on the scene, reading “Miss Wei, there is a 
phone call for you!”  
visual experiences with the modern one. The knowledge and the established method 
of seeing and receiving that Chinese spectators gained from their previous practice of 
reading books was incorporated into and enriched their experiencing of watching 
films. Accordingly, for Chinese spectators, intertitles make watching Chinese silent 
films a process of “reworking of the familiar.” 
 
III.  Intertitles in 1930s Chinese Films  
In 1931, Sing-Song Red Peony (Genü hong mudan, 歌女紅牡丹, dir. Zhang 
Shichuan), in which synchronized arias were played by a wax disc, marked the 
arrival of sound in Chinese films. However, silent films and sounds films continued 
to co-exist for years. By the end of the 1930s, silent films gradually retired from the 
stage. During the 1930s, with the development of technologies and Chinese 
filmmakers’ increasing consciousness of the ‘cinematic,’ as pointed out in “Review 
of the Literature,” the form and style of Chinese intertitles exhibited further changes.  
For example, the silent film New Woman (1935) contains a scene in which 
three people are talking in the dining 
room, and another woman in the hallway 
calls one of them to come and answer the 
phone. In this case, the intertitle 
displaying the woman’s utterance floats 
into and is superimposed on the scene, as 
three people turn their heads towards the 
door (Fig. 5.1). In this scene, the intertitle 
and movements of actors’ bodies 
complement each other to indicate that the ‘sound’ originates outside the tableau. 
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Besides, the moving intertitles are equipped with a quick and slight zoom-in effect, 
which indicates the high volume and pitch of the ‘sound.’ Another example can be 
found in Queen of Sports (1934). Some of the intertitles in this film follow curved 
lines, and appear line by line (Fig. 5.2-5.4). 
 
Different kinds of dynamic intertitles not only cue the spectators to the source, 
volume, or pitch of the ‘sound,’ but also assist in expressing characters’ moods or 
serve as settings. How dynamic intertitles relate to images and what they can achieve 
in the 1930s Chinese cinematic world are especially interesting to me and merit 









5.2-5.4 Queen of Sports (1934): some of the intertitles follow curved lines and appear line 
by line. The Chinese intertitle reads, “Right! I should practice more and talk less. Mr. Yun, 
I will follow every instruction you give! …Mr. Yun.” 
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Appendix  
Bilingual Intertitles in Selected Chinese Films93 
 
The Pearl Necklace (1925) 
 
 Chinese Intertitle  English Intertitle 
1 一串珍珠 The “PEARL NECKLACE”   
2 上海長城畫片公司攝製 Produced by Great Wall Film Co Shanghai China  
3 導演 李澤源 Directed by  C.Y.LEE 
4 攝影 程沛霖 Cinematographer  P.L. CHAN  
5 接片 李文光 Film Editor  T.K. LEE  
6 編劇者  侯曜 Story & Scenario by Y.HOU, B.A.  
7 製片總監  劉兆明 Production Manager S.M.LIU  
8 配景  李乾初 Settings by K.C. LEE  






Don’t you know? Don’t you know? A 
pearl necklace equals to million 
strings of sorrow, If a woman drag 
herself down to the road of vanity, 





There is nothing in the world more 
precious than a sweet home.  
12 王玉生   雷夏電 Wang Yu Sang    Harding Loue  
13 其妻 秀珍  劉漢鈞 His wife, Wang Sui Ching.    H. June Liu  
14  第二天  The next day  
                                                             
93  is used when the character(s) is/are unable to read.  
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15 傅美仙    翟綺綺 Foo Mei Sian     E.E. Dick 
16 今晚元宵，請到我家裡去玩玩！ 
“This is the first fifteenth evening 
after new year, I request your 





“You have forgotten your old friend 
since you married.”  
18 總理黄國光   黄志懷 Wong Kowk Kwong, President of the Company.             G.Y. Wong 
19 傅老太   朱鳳美 Mrs. Foo, Mei-Sian’s mother.    Gee Fung-mei  




“Without good ornament of dress I 




“If you have decided to go, I can 
borrow some jewelries for you.”  
23 珠寶商 周全  邢少梅 Chu Tsiang, a jeweller: Hsin Shau-mei  




 “This is a fine pearl necklace 
already repaired. The owner will call 
for it to-morrow morning before 10 




“I want to borrow it only for tonight, 
and I will send back to you early in 




She wispers [sic] to him: Am I not 
dress up nicely?  
28 今晚請你暫時當一當做母親的滋味. “Please try to be a mother to-night.”  
29 
這位是我朋友馬如龍先生.   劉繼
群 
“This is my friend Mr. Mar Yue 





“This pearl necklace is purchased by 
my husband who says that it cost him 
eight thousand dollars.”  
31 苦煞一個代理的母親. It is too hard to act as a mother.  
32 第叁本完 END   PART THREE  
33 修理好了. 請您等一等. 我去拿來. “It’s repaired already. Wait a minute please, I will bring it to you.”  
34 為了要出風頭，就闖了這場大祸！ “Because of your ostentation, you got me into trouble.”  
35 我們就是連身體賣掉，也不夠賠償. 
“By auctioning everything, even 
myself, we are unable to pay the 
loss.”  
36 珍珠一串祈交人來帶回   周全字 MR. Wang, Hand to  the necklace night  
37 怎辦呢？  “Alas! What can be done?”  
38 請先回去，我就送上. “You just go and tell your master that I shall send it to him at once.”  




“Excuse me, my wife hasn’t returned 
home yet. I shall send it to you as 




“……Then, be sure to send it to me 
before 12 o’clock to-morrow.”  
42 現在沒有話講，只好賠償他. “Nothing can be done, except paying for it.”  
43 但是一時到那裡去籌這許多錢呢？ “How can we get so much money within such a short time?”  




“I am very sorry that the pearls are 
not repaired yet, will you come here 
to-morrow morning at 12 o’clock.”  





“In the consideration of our 
relationship, I can lend you only fifty 
dollars.”  
48 最好再多一點！  “But, if possible, please lend me more.”  
49 大少爺還沒有醒呢. “Young Master is still sleeping.”  





“With all my best I borrowed one 
thousand dollars. The lost pearls must 
cost no less than ten thousand. What 




“Let me try all my best again within 






You were absent without reason 




“Mrs. Wang, please give me the 
necklace which you borrowed the 
other day.”  
55 那串珠已經…… “It was …”  





“I could not help, therefore, I get 
fifteen thousand dollars out of the 
corporative fund of the Company 
without permission, and by the big 





“Hereafter, we have to make up this 
amount of loss by savings.”  
59 
玉生近來的行為確是使人懷疑的.你
說他侵吞公欵. 有什麼證據？  
“Recently Wang Yu Sang’s action is 
really doubtful. You say he has 
squeezed, it might be the case, but 





"You may assure it by auditing his 
accounts.”  





“Excuse me Madam, it may be that 
my friend has returned me the wrong 
one, because I have lent yours to him 




“…………then accompany me to 
your friend’s place at once, and take 




“Tell him that I am busy. Let them 




“We have some important matter to 
see him. Take us to see him, please.”  





“Let me tell you the truth, Madame, 
your original pearl necklace was lost 
the night before last. As I don’t want 
my friend to share my dishonor on the 
loss, therefore, with fifteen thousand 
dollars I bought a new one for him to 




“Since it is five thousand dollars 
worth more than my original one, I 
just accept your kindness now.” 
69 去喊警察！ “Call the police here!”  




“Let me phone my wife for a few 
minutes, Manager.”  
72 眼淚雖不能從電線上流過去， Though the tears can’t pass through the wires… 
73 哭聲却可以由聽筒裡傳出來. Lamentation is heard in the telephone.  
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74 唉！我的虛榮害了他！ Ah me! My vanity errs him! 




“On account of my vanity, I have 
made you a prisoner. Now, it is too 
late for me to be repentant.”  
77 美僊的壽辰. Miss Foo Mei Sian’s Birthday.  




“Work, work, work! 
While the cock is crowing aloof, 
work, work, work, 
My labor never flags.  






“With fingers weary and worn.  
With eyelids heavy and red, 
Stich, Stich, Stich,  




“A little would ease my heart, 
But in their bring bed, 
My tears must stop, for every drop.  
Hinds needle and thread.”  
82 禍患 MISFORTUNE  




Sentence expired, Wang Yu Sang 
leaves the jail.  




“From now on we have to be deligent 
[sic] and frugal.”  




“I am going to see some friends, may 
be they can get some job for me.”  
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89 有錢是親戚. You will have relatives when you are rich.  
90 無錢不相識. Poorman [sic] gets no friend.  




The world is cold.  
Friendship and  
affection may be  




A neighbor, Chang Siam, workman of 
the Ching Wa Cotton Mill.  
94 我們廠裡還招工呢，你願意去嗎？ “Our mill needs more laborers. Will you apply there?”  




Mar Yu Loon is the treasurer of the 
Ching Wa Cotton Mill, after he 








Mr. Ma Yu Loon,                                                  
    Send me one thousand dollars at 
the Small Stone Bridge at 4 p.m. 
today, otherwise I shall disclose your 
secret.   




秘密。   
                                                                              
張懷仁   
十月十四 
Oct. 14, 
Mr. Ma Yu Loon,                                   
Send me five hundred dollars right 
now, otherwise, I shall disclose your 
secret.   
Chang Wai Yen.  
99 張懷仁  蔡毓飛 Chang Wai-yen      Tsai Yoke-fei  




快謝我三千元。否則宣佈你的秘密。    
張懷仁    
九月初八 
Sept.8, 
Mr. Ma Yu Loon,                                   
    You are under my protection. 
Give me three thousand dollars just 
now, otherwise I shall disclose your 
secret.  
Chang Wai Yen.  





張懷仁   
二月初三 
Feb 3, 
Mr. Ma Yu Loon,                                                             
Send me one thousand dollars at 
the Small Stone Bridge at 4 p.m. 
today, otherwise I shall disclose your 
secret.                                                              





“I have given you eight thousand 
dollars, since you had kept your 
promise. You ought to be satisfied. 
Now, I may offer you another three 
hundred dollars, but no more.”  
105 不給我一千元，就宣佈你的秘密！ “Without one thousand dollars I shall publish your secret.”  
106 我馬上就宣佈！ “I am going to disclose your secret right away”  
107 好！一個錢都不給你！去宣佈罷！ “Not a single penny for you! Do whatever you like!”  
108 
你救了我的命，我不知道要怎樣感




“Madame Wang, Alas! I saw your 
husband entered the Pujul Hospital 
with a bloody body.”  
110 你和那賊有什麼仇恨？ “What is the trouble between you and your murderer?”  
111 你有什麼秘密？告訴我罷！ “What is your secret? Tell me, please.”  






“Since that year, I returned from your 
home, I lost a pearl necklace, then, I 
have been in a long time of suffering. 





“Yee! Come on please. I will tell you 
the truth, for my soul allows me to 
keep my secret no longer.”  
115 事成之後，我重重的謝你. “Yee! You do the favor, I will give you the reward you deserve.”  




“My heart is broken. My soul is 
punished. I offer you the necklace, 






“Since you liked that necklace, I stole 
it from Mrs. Wang to win your love. 
But I am unexpected that Chang Wai 
Yen helds [sic] my secret and forces 




“I am clear now that to win your love 




“My soul is condemning that I have 











“You said it well! Vanity, vanity is 
the source of all troubles in women.”  
123 我不願再要這種虛榮的東西. No more vanity for me.  
124 數日後. Several days later.  
125 玉生代如龍為會計. Wang Yu Sang takes the place of Mar Yu Loon as an accountant.  
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126 美仙代秀珍贖囘故居. And, Foo Mei Sian purchases the house back for Mrs. Wang.  
























The Peach Girl (1931) 
 
 Chinese Intertitle English Intertitle 
1 桃花泣血記 THE PEACH GIRL  




WRITTEN and DIRECTED  




PRODUCTION MANAGER  
LAY MIN WEI  
5 
攝影  黃紹芬 
佈景  趙扶理 
PHOTOGRAPHED by WONG SIAO 
FEN  
SETTINGS by F.L. CHAO 
6 











        CAST 
Miss Lim……Lily Yuen 
King The-en……Raymond King 
Mrs. King……S.Y. Li 
Loo Chi……Wong Kwai-ling 
Lim’s Mother……Chow Lee-lee 
Chow Chuen Chuen……Y.C. Lay 
Slim……Han Lan-ken 
Fatty……Liu Chi Chuen 
Chow’s mother……Y.C. Wong 








For ages in China, the tender color of 
the peach blossoms has been compared 
to that of human tear drops for the 
peach tree speaks of love, of sorrow 





Loo Chi, a farmer in Mrs. King’s 
employ, in the happiest but also most 




“Congratulations! It is a girl.”  
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“Behave yourselves so long as I’m 
here!”  
12 “饒了這些狗賊吧.” “Better let them go.”  
13 田園之樂. The enjoyment of a country life.  




“Why so late today? Better hurry and 




“Isn’t it strange? Little baby Lim 
stopped crying the moment she set 




 “Let me plant this twig in the earth. It 
might take root.”  




“Mamma, why is that piece of red 




“To-day is the birthday of the flowers. 
Like you, it is also five years old.”  





“This peach tree is going to be a 
symbol of your life. It will have 
beautiful blossoms, if you grow up to 
be good. But if not, then…” 





Mrs. King loves Teh-en, her only son, 
above all things, but not always in the 
wisest manner.   





“Your good fortune, Madam! The 
harvest will be one hundred percent up 




“The only trouble we have is with 
those cattle thieves who are always 
poaching around. But fortunately I 
have dealt with them properly.” 
28 階級觀念不彂生效力扵天真時期. Class distinction does not exist among children.  




“Country folks though we be, let us 
make some fun out of these people 
from the city.”  




“I’m going to take you back 
to-morrow, before you commit 
yourself and futher [sic].”  




The Peach blossoms are in bloom, as 
Miss Lim’s heart feels the first throbs 
of love.  
35 荳蔻年華之琳姑. Miss Lim, a grown up girl.  
36 成年時代之金德恩. And Master King Teh-en, now a full grown young man.  
37  “怎麼不見你的女兒？” “Where’s your daughter?” 




“How chaste and beautiful! You can 




“A city girl’s beauty depends on 
powder and rouge. But this is truly 




“I wish you would accompany me to 
the peach garden.”  
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“We country folks are used to standing. 




“I am only a country lass -- I am afraid 




“Miss Lim, why are you so strange to 




“You are my young master. How can I 
mix myself in your company.”  




“If you will take me to the Temple Fair 
to-morrow, I might believe you.”  




“Why be sad! How can you believe in 




“I will always love you; I will protect 




“You’re going back to town 




“Mother, Lim has never once been in 
the city. May we take her along for a 




“Would you allow me to take your 





“It is very kind of you, Madam. Of 
course I will allow her to go with you. 
Only I’m afraid that she has been 
brought up in the country and knows 
nothing about manners.” 
56 “不要緊，不要緊.” “Oh, that is alright.”  





To Lim and Teh-en the days of love 




“Teh-en must be crazy… fancy making 




“Oh Auntie! low [sic] scandalous the 
way Teh-en and that country girl 
embrace each other in the garden!”  
61 “快將這下流女子送囬去.”  “Send that low-born girl back to her people.”  
62 “母親，原諒一次吧！” “Mother, forgive her, please, for this first time!”  
63 “不行！即刻替我滾出去！” “No! Leave here at once!”  




Teh-en’s devoted love for Miss Lim 
displeases his family; he is therefore 
driven to take a hasty step. 




“In one single night, last night, I’ve 





“It would be a desirable match to have 
Teh-en married to Miss Chuen 
Chuen.”  
69 “我久有此心呢.” “I have had the same idea in mind for a long time.”  




“How could you bear parting with her? 
Won’t you feel lonesome in the garden 
without someone to confide your love 
to?”  
72 惟環境最足以轉移人生. A man’s life might be easily altered by circumstances. 
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“Why do you feel so sad after what I 





“Since you won’t tell your mother, do 
you mean to say that you will let 
matter take its course? Think of the one 




“I forgot to tell you … mother has 




“Miss Lim has been quite a long time 
in the city. Please go and bring her 
back here. Her presence might do a lot 




“What a son you have left behind with 
me! He absolutely refused to obey me 
in regard to the marriage I have 
arranged for him.”  




“My wife is very sick, and that is why I 
come to take my daughter home.”  




“It is against my wishes to have my 
own daughter dressed thus; go and get 
back into those clothes in which you 
came.”  




“Your son has ruined the happiness of 
my daughter for life. What are you 




“Mother, I love Miss Lim and I must 










“That I don’t care! You got to take her 




“You’re day-dreaming! It is absolutely 
impossible for my son to marry your 
daughter.”  




“As regards your daughter I’ll make a 
settlement on her, once for all.”  




“Very well! And henceforth your 





“You are a deceiver, with a face like a 





“Loo, your wife is dying; I have come 




“You unreasonable being! Who wants 
to feed at your table?”  
96 “你騙我！你騙我！”  “You deceived me! You deceived me!”  
97  “琳姑！琳姑！” “Miss Lim! Miss Lim!”  




“Mistress has given orders not to let 




“My dear son, we can never take that 
girl into the family! we have our social 
dignity to think of.”  






“Think of all the hardships and tortures 
I have endured in bringing you up 
since the death of your father. How 





“Let me out from this jail-like house! I 




“Mother, if you love me, you will let 




“Not until I die! Then you will be at 
liberty to go to her.” 




“Loo has got the sack. We better take 




“Now that Loo Chi is gone, we have 




“The cattle thieves have come again! I 




“But father, they have fired you 




“My child, I would rather bear an 
injustice from others, than to let others 
bear an injustice from me.”  




“It’s already late; I hope you will 




So Miss Lim becomes a mother; she 
fervently hopes that her daughter will 
be brought up under better 





“I trudged for a whole day long. No 




Mrs. Wang, the landlady, has an object 
in view when she associates with a 
man like Liu Yu-tai, whose reputation 
is abhorred by women.  
117 “這個小娘子包你中意.” “I am sure you will like this little woman.”  




“I know your financial difficulties. 
This gentleman is quite prepared to 




“If you should need any money, just 
come to my house and get it.”  
121 “讓我先死了你再出去！” “Let me die first before you go out!”  




“Since you are in need, why not 
borrow some money from Liu 
Yu-tai?”  




“But are you going to let your father 
and your baby die without trying to 
save them?”  





“This peach tree is going to be a 
symbol of your life. It will have 
beautiful blossoms if you grow up to 
be good. But if not then…”  





“Young Master, a man from the 
country told me that Miss Lim was 
dying.”  
130 “我立刻就去看她！” “I am going to her immediately!”  
131 “你這樣頑固，就算愛兒子嗎？” 
“Do you think your obstinacy in this 
case is justified, in view of your love 




“From now on I free myself from your 
bondage. Consider that you have never 
had me as your son!”  




“Father, ask Teh-en to come to me. I’m 




“Teh-en, why are you still not here? I 
fear that I cannot wait any longer!”  




“Teh-en, are we not going to see each 




“Dear child, how do you feel now? I 
cannot see you!” 
139 “媽媽！” “Mamma!”  




“Teh-en, you have come to me at last! I 
knew you would not deceive me!”   
142 
“ 琳 兒 ！ 琳 兒 ！ 你 … 你 怎 麼
樣…” 





“It is well you have come! my daughter 
died because of you and left this child 
behind. Now what are you going to do 





“Lim! My conduct towards you could 
never be forgiven! I ought to die with 
you. But what of our child if I too die. I 










I love Lim, my heart is broken 
since her death, please acknowledge 
her relatives as our equals, otherwise I 
should be ashamed to return home. 
your loving son 
Teh-en 




Like tear drops, the petals from the 






 “Lim, though we cannot see each 
other again, I am burying my love in 
your tomb, waiting to meet you in the 
other world.”  













Laborer’s Love (1922) 
 
 Chinese Intertitle English Intertitle 









A doctor in needy circumstances, 
whose daughter is much admired by a 
fruit shop proprietor (formerly a 





CHENG—THE FRUIT SELLER 





THE HAUNT OF THE 
NEAR-DO-WELLS.  
T.M. LOH 





THE POOR DOCTOR AND 
DAUGHTER.  
CHENG KUNG       
YU YING 
6 你欠了三個月房租，今天要付了. The only trouble I have is collecting house rent from you.  
7 
在此三月   
生意全無 
沒有進帳   
還請原諒 
Business is bad but I hope to pay in a 
few days.  
8 限你五天，再不付就要封門了. You must pay within five days or out you go.  
9 先生！是牙齒痛嗎？  You appear to suffer from toothache.  
10 呸！那個忘八蛋牙齒痛 I have no toothache. I am looking for the one who threw the melon.  
11 唉！連觸两個霉頭 What an unlucky time I am having.  





Your case looks serious. Requires an 




The swelling is a nice Chien Loong 








Bad joss is certainly prominent around 
here. Where is my fortune telling book? 
17 我的眼鏡那裡去了 WHERE ARE MY SPECTACLES?  
18 你可以同我結婚嗎 I think you would look nice as the boss of my fruit shop. 
19 這件事體要問我爹爹的 Anything on that subject I refer you to my father.  
20 你的爹爹答應了，你願意嗎？ If he agress [sic] what about yourself?  
21 咦！我的水壺呢！ WHO HAS TAKEN MY PROPERTY?  
22 你自己為什麼不管好呀？  WHY DON’T YOU GUARD IT BETTER? 
23 你們不應該這樣的欺瞞我！ You are all loafers and should be in jail.  
24 水壺在這裡，有本領来拿. Here is the property. If you are able came and take it.  
25 預備禮物去求婚. A LITTLE OFFERING TO HIS LOVE.  
26 我這裏不要買水菓 I do not wish to buy any fruit.  




I called to-day to ask for your daughter 
in marriage.  
29 呵！你拿水菓来換老婆，不可以. You think to bribe me with fruit? 




I will give my daughter to the one who 





Cheng much disappointed in love 
matters is very miserable. 
33 呀！七翻 MAH JONG (7 DOUBLE) 




 If I improve your business will that be 
satisfactory? 
36 這話自然當真 Such a test will be satisfactory. 




I must bring business to the old gent 





It is unwise to fight. So let us eat drink 
and be merry.  
40 老先生！走好！ TAKE CARE SIR, DON’T STUMBLE.  
41 啊！今天吃得真開心. What a fine dinner. I feel so good I could fly. 




Good wine does not effect me, but the 
Hongkew stuff they handed me last 




 was those confounded foreign 





At your age one’s footstep should be 




The Devil must have guided my 










I have brought prosperity to you. What 
about your promise?  
49 他很配做我的女婿 I am proud to have such a fine Son-in-law. 
50 丈人阿伯 DEAR FATHER-IN-LAW.  








































The Stormy Night (1925) 
 
 Chinese Intertitle English Intertitle 





“Doctor, please do your best to heal 




會. 他病了. 教誰照顧門戶。 
“I have to be away for dance these 
few nights. Now he is ill, Who is 
going to look after my house?”  




“He is overworked. The quickest way 
for recovery is to make a trip 
somewhere.”  




Pien Che-min, an old professional 
Taoist— Yu’s good-natured landlord.  
8 
皎如月. 冷如水. 莫笑他出身微賤. 
𨚫勝似閨閣千金。卞玉清 
Miss Yu-Ch’ing, old Pien’s second 
daughter — sublime in character.  
9 你看那邊也有个游山的来了。 “Look yonder, there comes a girl.”  
10 此人彷彿是我們房主的女兒。 “That girl seems to be our landlord’s daughter.”  
11 這孩子貌似痴獃. 心地𨚫很純潔。 
錢大偉 
Chien Ta-Wei, a bright young man, 




Miss Yu-Chieh, old Pien’s eldest 




“What a tiresome task to go up and 
down the hill on foot. I wish I were in 






“The natural scenes here are much 




“The solitude of this place by no 
means can cope with the grandeur of 




“Who is the man that accompanies 
your younger sister to your home?”  
17 
这是我家新来的房客. 與你不相干




“Pray, take this book to your younger 
sister.”  
19 可憐這單相思害殺了他。 “Oh! miserable creature, to be so frustrated in love.”  
20 這是姓錢的令我帶給妹妹的書。 “Mr. Chien asked me to hand it to sister.”  




“Is it right for an unmarried girl to 





“My dear, be not so narrow-minded. 
You will have gifts some day.”  
24 翌晨。 The next morning. 
25 昨天託令姊帶上的書. 可曾收到。 “Have you received my book through your elder sister?” 
26 多謝收到了。 “Thanks, I have.”  
27 再會了 “Good-by” 
28 煩殺了。阿翠帶他出去玩。 “I am vexed. A-tusi, take her out for a walk.”  





“Mistress, the villagers take you to be 
a fairy from heaven.”  
31 一個脂粉獄中的罪犯。 Henpecked Sun dares not go out without his wife’s consent.  




“She told me that she would have 
your company to go to theatre this 
evening, and asked you not to be 
away.”  
34 来人快倒一盅開水給我。 “Hurry! Bring me a cup of hot water.”  
35 你有什麼不爽嗎。 “What ails you?”  




“Want a doctor? I should stay here to 





“No, you may go by yourself, and I 




“Well, my dear, better not come if 
you are unwell.”  
40 在俱樂部中。 In the club house.  
41 今兒你来怎晚。 “Why so late?”  
42 因為賤內在家肚疼. 所以出来晚了。 “My wife is ill.”  
43 足見你們夫妻恩愛。 “You are a good couple.”  




“Old chap, I haven’t met your 






“She is away for a trip with her 
husband, and will be back before 
long.”  
47 何来雁帛報平安。 A letter from the city. 
48 
家駒先生大鑒： 








Dear Mr. Yu.   
I learned that your wife has been 
absent from the dancing party for 
quite a long time. I sincerely hope 
you will soon recover from you sick 
ness and come to join us with your 
wife at once. 
Yours, 
N.W. Sun 
49 你妹妹近来同那房客愛情如何。 “Does the love improve between your younger sister and your tenant?”  
50 我那裡知道. 你何不問他自己。 “I don’t know. Why don’t you ask herself?”  




“I am loath to spend my life in 
solitude here. Can I return Shanghai 




“If you feel too lonely, I will tell 
Chiao-no to stay here with you.”  
54 如此我明兒就動身囘去了。 “Then I should leave for Shanghai tomorrow.”  




“Don’t you see my younger sister and 
Mr. Yu passing us? Why didn’t you 




“Compose yourself. Do offer love to 
her and you will have her hand in the 
long run.” 
231 
58 有一天. 卞老急匆匆似有非常大事。 One day, old Pien had something on his mind.  
59 你来甚好。我正要出去討欠款呢。 “You come on time. I shall go out to collect rent.”  
60 令尊日常事務倒也很忙碌的。 “Your father is always occupied.”  
61 正是。他除𨚫替人家做法事之外. 最
忙的就是討欠欵了。 
“Yes, besides religious services, he is 
busy in collecting rents.”  
62 討欠欵。 Does he come to collect rent?  
63 卞道士的債主。 Old Pien’s concubine, pretend to be his debtor.  
64 你好勤儉。 “How busy!”  
65 
幾天不見. 應該親熱一些。怎地氣吼
吼的。 “Why make a long face?”  




“I am sorry I had no time. Here is the 
monthly subsidy for you.”  
68 你今天可要喝酒了。 “Would you like to drink?”  
69 倘你預備着. 喝兩盅也好暖暖肚。 “Yes, I do, if you have wine on hand.”  
70 你也来喝盅罷。 “Have a cup yourself.”  
71 這一個情場失意。 A poor creature who fails in love.  
72 吾必得彼. 雖死無憾。 “I must get her even at the expense of my life.”  
73 這一個失意情場。 Another poor creature who fails in love.  
74 適間路遇大偉。他教我候候妹妹 。 
“I have just met Ta-wai on the way. 
He asked me to remember him to 
you.”  
75 大偉這人. 我看他用情倒頗專一。 “I think Ta-wai is a devoted lover.”  
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76 孫太太所視為最重要的一件事。 
Mrs. Sun’s only duty is to select 
fashionable clothing, so as to keep 
abreast with the times.  




“I have to go out this evening to settle 
an important business transaction.”   
79 如此須得早些囘来。 “Please return earlier.”  
80 那是一定。 “Surely”  
81 十萬金買賣之談判。 Does he come to transact a big amount of business?  
82 今天姑太太緣何沒来。 “Why your wife does not come with you?”  
83 他身子不爽. 所以我獨來探望你的。 “She is unwell, so I alone come here to see you.”  





“You must be lonely without 
companion. Have you any idea of an 




A place of good scenery for intimate 





“In my opinion, all the novelists are 
always building air castles in their 
writings. You can write much about 





“Novelists say that good story comes 
from good materials, not otherwise. It 
would be a long interesting story to 
take you as a character.”  
89 一場活劇。 Old Pien and Miss Yu-ch’ieh are humiliated in collecting rent.  
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90 你欠我五元八角房租. 非還不可。 “I must have the rent of $5.80 without delay.”  
91 老子沒有錢. 看你怎樣。 “No, I haven’t a single cash. How are you going to act?”  
92 此人欠我五元八角租錢. 還要打我。 
“This rascal not only refuses to pay 
me rent but also gives me a hard 
beating.”  




“Never mind. Please present my best 
regards to your Miss Yu-ching.”  






“But for Ta-wai, I should have been 
beaten to death. I should be glad to 
have Yu-ching married to him but we 





“I have been beaten by a rascal but 
fortunately Mr. Ta-wei came to my 
relief. I think if we were related to 
him, nobody would refuse to pay us 
rent.”  
98 大約他又是討欠欵来的。 Most probably he’s here rent again.  




“I have one bottle of wine left in the 
cupboard. Since you put up here 
to-night, you can make free use of it.”  




“How is it possible for you to drop in 





“Upon hearing her cry, I come to 




“Hark! Probably my father is 
knocking at the door. What should I 
do?”  
105 事不宜遲. 快些隨我來。 “Go with me in haste.”  
106 太上老君急急如律令勅。 “By God! Quick, quick.”  




“No more wine to-night. My husband 
telegraphs me that he will be here by 
ten o’clock this evening.”  
109 時候不早. 我要囘去了。 “Now I must go home.”  
110 快把櫥裡我平常穿的衣裳拿出來。 “Have my daily clothing taken out at once.”  




“I hate to be out these few nights, so I 
spend my time in needleworks.”  
113 次日 。 The next day.  
114 
舊地重遊. 素心人遠. 未免有情. 誰
能遣此。 
All the sight of scenery. She thinks of 
her remote friend. Yu.  
115 玉清女士一個人上山麼。 “Miss Yu-ching, did you go up the hill without companion?  
116 是。 “Yes”  
117 這字筆法很好. 可是你寫的。  “How nice! Did you write this character?”  
118 著作家最得意的一天。 He is quite in high spirit at seeing the publication of his writings.  







  貳百元   
大東書局 
Shanghai 28th October. 1925 
Dear Sir.  
    Enclosed please find a check for 
$200.00, being the last payment for 
your writings.   
     We are. Dear Sir.  
            Yours faithfully  
        The Great Eastern book Co.  
121 何故生氣。 “What is the trouble?”  




“You may have these all, just 
received from the publisher.”  
124 雖非覿面. 也慰相思。 A book of his novel sent by You as a taken of best regards.  
125 即日申刻潔樽候光。錢大偉謹訂 
Mr. T.W. Chien has the honor to 
invite Mr. C. M. Pien and his family 





“It will be a rare opportunity to dine 




“We should esteem it a special honor 





“You must go too, else he should 
think us not worthy of his honor.”  
129 錢大偉家之盛筵。 A good dinner prepared by Ch’ien to entertain old Pien and his daughters.  
130 女士何不多飲一杯。 “Miss Yu-ching, please have one more cup.”  
131 量窄不能多飲。 “Sorry, that’s enough.”  
132 女士可曉得我今天奉迓的意思麼。 “Don’t you know my purpose to invite you here?” 
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 “I ~ I wish to have your hand, Will 
you ~~~?”  
135 
住了。先生的美意. 非不感激。其奈
我已抱定獨身主義何。 “Sorry, I have decided for celibacy.”  




“Many thanks for your kind 




“Don’t mention it. I come on purpose 









攀. 低不就. 所以遲至今日呢。 




“Then, can I have the honor to be her 
match?”  




“Marriage is an important matter. I 
just tell you something about my 
younger sister.”  
144 我妹妹已不是閨女了。有一夜...... “She is not chaste. One stormy night…”  
145 
放屁。玉潔。你敢是癡了. 這都是一
派胡言。 “Nonsense! You are a big lier!”  





“But, that night I went to his room to 
see his crying daughter. Nevertheless, 





“Don’t worry. I love you in any wise, 





“Since we have mutually understood 
ourselves, I will give you answer 





“In order to protect Mr. Yu’s 
reputation, I cannot but give up my 
decision for celibacy.”  
151 破碎芳心. 惟有訴之楮墨耳。 Being heart-broken, she writes to Yu to give vent to her grievance.  
152 次晨. 玉清决赴城親遞此函。 
The next morning, Miss Yu-ching 
sets out to the city to send her letter to 
Yu.  




“I am going to escort a schoolboy to 
the city and will be back to-morrow.”  
155 你自己小心一點。 “My dear, take care of yourself.”  
156 這孩子聰明多勞. 很可人憐的。 “She is quite a lovely girl, smart and diligent.”  
157 婢美妻嬌. 非家庭之福。 
To keep a beautiful maid and 





“For the sake of safety, don’t tell the 
maid to take Chiao-no out anymore.”  
159 你看我這套衣裳好不好。 “How do my clothes appear?”  
160 你囘来正好. 我要出去了。 “You come on time. I shall be away.”  
161 以後不許到外面去. 只許裡面玩。 “Don’t go to play outdoors anymore.”  
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162 䀆一日舟車之勞. 玉清已至城中。 After one day’s journey, she arrives at the city.  




“Miss Yu-ching? I shall take you to 
see her some day.”  
165 此刻伊仍託了綠衣使者。 Being too shy to see Yu, she drops her letter in the post box.  
166 今天怎的来遲。 “Why you come so late?”  




“You must keep your promise to 




“I can hardly trust you. Leave this 
hand bag here as a security.”  










“I don’t believe. You shall stay in 
home for three days.”  
173 第一天。 The first day.  




“Do you know where does your 
mistress go in full dress?”  
176 不知。  “No, I don’t know.”  




“Yes. Put on your clothes quickly and 
go out shopping with me.”  
179 第三天。 The third day. 
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“~~Well, I will come to dine with 
you right away ~~~~Good-by.”  





“Yes. Copy these twenty books of 
ballads during my absence and must 




He’s free now but he still has to mind 





“I beg to apologize for my breach of 
promise. Here is your hand bag. I 
must come to see you by automobile 
to-morrow.”  
186 我不相信了。 “I don’t trust you.”  











Nov. 20th., 1925 
Dear Chia Chu: 
That rascal came to annoy me all of a 
sudden, but I refused him. Being 
hopeless of his cause, he went 
straight to my father and pleaded for 
my hand. Again my sister told my 
father everything about that stormy 
night, which I couldn’t explain even a 
single word. In order to show that I 
am a person of chastity and perfectly 
innocent, I can only sacrifice my self. 





189 你看什麼。 “What are you reading?”  
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190 是一封書局裡催稿子的信。 “A letter from the publisher asking for my writings.”  
191 歡迎佳賓的預備。 
Sun cleans everything by himself, 
ready to receive Mrs. Yu with open 
arms.  
192 一個兒喜溢眉宇。 How joyful! She is getting ready for a visit to Sun’s villa.  




“I wish to visit my friend in a village 
and shall not return to-night.”  
195 余先生来得真巧. 請坐吃杯喜酒。 “Mr. Yu, you come in time. Please join us in celebration of marriage.”  




“To-day is the wedding day of my 
daughter Yu-ching and Chien 
Ta-wei.”  
198 有美同車. 樂不思家中母大虫矣。 With a beauty in the car, Sun pins his termagant wife out of his head.”  
199 這一所屋子. 是我特地為你預備的。 “This house is specially prepared for you.”  
200 
今天我要與你商一件事. 不知可能
見許。 “Can I ask a favor of you?”  
201 請你休得無禮。 “Nonsense! Don’t insult me.”  
202 你為什麼今天忽然拒絕我。 “Why do you refuse me to-day?”  
203 為我丈夫和女兒的名譽故。 “I should refuse on account of my husband’s and daughter’s reputation.”  
204 到此時候. 也顧不得許多了。 “Be not concerned about that.”  
205 一個夜遊人  葉仲芳   
206 少爺囘来過沒有。 “Has your master returned yet?”  
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207 沒有。 “No, not yet.”  
208 有一天六親聚會。 One day, two pairs meet together in a place.  




“Yes, it was injured by an accident in 
the automobile.”  
211 妹妹的面上怎樣受傷的。 “Mrs. Yu, your face is injured too.”  
212 是被一隻野貓抓傷的。 “It was scratched by a wild cat.”  




“How could I lay hold on it without 





“You didn’t tell me where you passed 
that night.”  
216 這個！那個！ “this……this……”  





“I am not hesitate to tell the truth 
now, I was just went out to call on a 
girl friend that night, but what will 
this matter?”  





“To tell you the truth, my face was 
really hurt by a man not a kitty. But I 
am still innocent.”  





The family was brightened by the 
loviness [sic] of a child and better 
love is assured between the young 
couple.  











































Red Heroine (1929)  
 Chinese Intertitle English Intertitle 
1 紅俠 RED HEROINE   PRODUCED BY U.LUIEN  FILM CO.  
2 導演 文逸民 Directed by Weng Yih Ming. 
3 
攝   影 姚士泉 
副導演  尚冠武 
Photography by     Lincoln Yao.  
Assistant director   K.W. San  
4 
翻  譯  陳少敏 
置  景  陳楠喦 
Translate by     Solomon    Chen.  
Settings by      Mayer Chen.  
5 
美  術  胡旭光 
說  明  徐碧波 
Art director   S.K. Wu.  
Titles  by   P.P. HSU.  




The western army, after taken the 
southern province, marching towards 
An Hsi, and passing San Tsun a 
necessary way.  
8 兵来了！ “Coming! The Rebels!”  




Her grandmother blind and paralysis, 
depend upon the income of Yun Ko’s 
handiwork for living.  




s I am old and sick, where can I go, 




“As you are not going, how can I 




Tsia Ching Chang, a rich gentry of 
San Tsun.    Hsu Ko Hui.  
15 其女瓊兒。 王椘琴 飾 His daughter Ching Erh.   Wang Chu Ching.  
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“We don’t know what happened 
Yun Ko’s home, and we go ask 




“The soldiers are arriving, why you 




“I’ll not go, just bring Yun Ko 
escape.”  








Wen Chong Che, a poor scholar of 
high purposes.   Wen Yih Ming.  
23 「表妹不淂了。外邊兵来咧。」 “Oh! cousin, coming the soldiers.”  





die, weather [sic] escape or not, 
and need to suffor [sic] much in 





“Don’t obstinate grandmother, let me 
carry you away.”  
27 第二本  
28 不祥之兆。 An omen of misfortune.  
29 依依惜別古屋無言。 A sad departure left the only silence of the old mansion.  
30 災民遷徙流離之狀。 
The miserable conditions of the 
refuges escaping and removing 
everywhere.  










“Fool, who cares for you now?”  
34 西軍統領   趙泰山 飾 The commander of the western army.  Chow Tai San.  
35 「祖母。祖母。」 “Dear grandmother.”  
36 「芸妹。芸妹。」 “Dear Yun Ko.”  
37 苦與樂之比例。 A contrast of joy and sorrow.  
38 西軍將軍金志滿。 尚冠武 飾 
The commanderinchief [sic] of the 
western army. (Ching Che 
Mang)       San Kwan Wu.  




“We have taken many beautful [sic] 




Poor girl, so beautful [sic], how could 





A great future nobility for you to 
promise to marry the general.”  
43 
「 呸 。 我 是 個 清 白 女 孩 子 。 那
裡 ……」 
I am a girl of good family 
how ……”  
44 「管他答應不答應。拖上樓去。」 “Weather she agree or not, bring her upstairs.”   




“If you marry to the general, you will 
be rich…noble…happy.”  
47 “放屁。我寧死不辱的。” Nonsense, I’ll die rather than to be insulted.”  
48 未親薌澤。先嘗熊掌。 A heavy blow, instead of her love, is given.  
49 「快將他衣衫褪下来。」 “Be quick, take off her dresses.”  
50 出於意料之外。 An unexpected turn.  
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“Heh! Heh! How dare you to aten 
her, and you are very unlucky to meet 
me today.”  




“I am very grateful for you to save 





"Why you stay here alone such time 





“As my grandmother has been killed 
by the rebellious army. And my 
cousinsister [sic] has been robbed 
away. I can’t help. but burry the old 
woman here.”  




“Where are the tomb of my 
grandmother?”  




“Oh grandmother, no one knows the 
sad departure will be the long 
separation of us forever.”  
61 哀厲不忍卒聽。 No one could bear for her deep lamentation.  
62 悲憤填膺真欲自殺。 “So sad she was! she’ll commit suicide.”  









“Don’t kill yourself I’ll teach you my 
military skill.”  





When Hsia Ching Chang arrived 
Hsin Chong, and he was very tired, 
and take rest on the road.  
68 「老伯。你們在這裡嗎。」 “Are you also here?”  
69 「是的。你幾時出来的。」  “Yes, but when you come here?”  




“My friend Mr. Young Yun Ming the 
tartar general in Yaotung. we will go 
to visit.”  




After three years the western army 
has taken all the Kan Nan provinces 
and peace returned.  
74 「兵来了。」 “Coming! The Army!”  









                 弟楊允民上言 
                    嫂夫人均傳 
My dear Ching Chang: 
I am much grateful to you for during 
the great distubance [sic], some time 
ago. I was called to by you to spent 
the good time in your house very 
happily, which I always remind of. 
Now I heard that the condition in 
your village, is become quiet and 
recovered the peace. 
But the mender of the soldier among 
themselves, and will be seen fall 
down. 
As you are lived near them, so hope 
you write me always about them. 
With regards to your wife. 
         Yours sincerely, 
         Young Yun Ming 





The generalissimo of the western 
army has ordered Ching Che Mang to 
station at An Hsi, and he has built the 




“As our general is thristy [sic], let us 
have a drink, please.”  
80 禍殃即伏於此虎視眈眈之下。 A great calamity is hidden under the furious glance.  




“Oh Miss. I protect them on the way 
only for you.”  
83 「姑娘。我愛你。」 "Dear miss, I love you.”  




“Heh. How dare you, get away.”  




Chong Che, after the peace return, 
get living only from his writings.  
88 舊地重臨。不勝悵惘。 The returning will recall the sad bygones.  
89 蓬門猶是。碧玉已 。 The everything will remains here, but the loves once disappeared.  
90 幻想迭呈。 A great many wonderful imaginations.  
91 小人之心。險毒甚扵蛇蠍。 The heart of the bad ones is more poisonous than that of the snake.  
92 「本村謝錦章。私通敵人。」 
“Hsia Ching Chang of this village has 
privately connected with the 
enemy.”   




“Yes there are some secret 
corresponddences [sic], and I must 






“Hsia’s daughter is really nice one, 
but you are all unable to get her for 
me over now.”  
96 「外面有人報告謝錦章通敵。」 
“There are someone report you that 
Hsia Ching Chang had privately 
connected with the enemy.”  





arrest Hsia here and ordered him to 
bring his daughter redemption three 
days, otherwise I will report the 




“When this matter is settled, I’ll 
greatly reward you, go away.”  
100 「這就是私通敵軍的謝錦章。」 
“This is Hsia Ching Chang, who is 
privately connected with the 
enemy.”  
101  「他並沒有犯罪。為什麼將他抓去。」 “He is innocent, why you arrest him?”  




“This is not true, beg you save him, 
which I am much grateful.”  
104 「這事大呢。怎能貿然答應你們。」 
“This is the matter of greatest 







“  you are so poor, I think you 
better to sent your daughter 
marriage as a redemption, so that 




“Mr Hsia he innocent our ge must 





“ s quite difficult and had better 
sent the girl to save the old Hsia’s life 
also for the glory of the village.”  
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108 「你知罪嗎。」 “Do you know your guilty?”  
109 「小人無罪。」 “I am innocent.”  




“This is the only friendly 
correspondence, how could you 




“Heh, are you still not concede and 




is the real condition, and you will 




“I think you had sent you daughter 
the general to save your life.”  




“The three days limit to your father 
has completed, if there are nay 
mistake. what to do?”  
117 「媽媽。女兒一准去了。」 “Mama, I promise to go.”  
118 「但是。 …… 咳。但是。……」 “But……eh……but……”  




“My daughter is willing to go for 
redemption, but she don’t know the 
way, beg you lead her.”  




“The limit had elapsed, why still no 
information?”  





西疆大元戎駱  鎮安將軍金志滿 
I herewith report to you that 
according to the  
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125 「她不来。自然呈報上去。」 “She does not come, I must report.”  
126 「相差祇片刻。」 “Only a moment difference.”  
127 「那女子来了。」 "The girl is coming.”  




“Now my daughter has come, please 




“Papa, I had promised him, you can 
go back safely.”  




“You go first, I’ll give a good 
entertainment for his suffering.”  
133 「這人交給你。軟禁他起来。」 “Imprison Him.”  
134 「你有功勞。祿當一名守衛兵。」 "You will reward your service as a guard.”  




“I have married yor [sic], why father 





"Why you had closed the it. now 
the dispatch has been sent up we 
should wait for reply.”  




“Don’t worry, although the dispatch 
has set up and there will be no danger 
to your father.”  
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西疆大元戎總司令部令 




The Order no 13. of the western 
generalissimo headquarter to the 
general Ching Che Man 
I hereby according to your statement 
 





“What to do, I have promised to save 




“We can not disobey the order the 
generalissimo kill him at once.”  









“You have feel me and kill my father, 
how bad you are.”  
147 謝妻待夫不歸。又往將軍府探消息。 
As the wife of Hsia find t the 
return of her husband went to the 
headquarters for inquiry.  




“I come to pay my respect you, and 
to see my daughter, and to welcome 
the return of my husband.”  
150 「那裡來的瘋婆。快趕他出去。」 “Where come from the mad woman, get her way.”  
151 「媽媽呀。爸爸立刻要正法了。」 “Mama, the father will be killed at once.”  




“As you are so kind save me, will 




“Are you not Weng Cheng Che, Yun 
Ko’s cousin, and who is the lady 





“After I left you I meet my neighbour 
Hsia Ching Chang at Cheng, and 
went together to the tartar general 





“When the peace returns and  me 
back home, but unfortunately the 
rapacious officier [sic] ng loves 






“Oh never mind misfortune ll 
befall him, your cousinsister [sic] 





“They falsoly accused her father 
guilty of treason and asked sent his 
daughter for redemption after married 
her father is still be killed now.”  




“You are the great here, of present I 
am sure only you can save them.”  
161 「芸姑怎麼還不来。」 “Why Yun Ko has not yet come.”  
162 「你們看紅俠来了。」 st see. Coming the red heroine.”  
163  「謝家的救星便是他。」 “She is the savier [sic] of Hsia’s family.”  
164 「紅俠即昔日之芸姑。」  “The read heroine the Yuu Ko of the former days.”  







“Ah Pao sold the master for benefit, 
life of and the girl was taken by the 
general as a concubine for the 
redemption, and so the old woman 
commit suicide, but from the 
direction of your teacher that you will 









“Report the general for decison [sic], 
that we are defeated by the army of 
the enemy, and they come more neare 
[sic].” 
169 「徒弟先走一步。」 “Go before, my follower.”  




“As you promise me earlier, your 





“Don’t leave here I’ll back at once.”  
173 「預備。」 “Get Ready.”  




“You trailtor [sic]. Do you know your 
only result of today.”  




"Be quiet, your father is now already 
out of danger.”  
178 惡人之果報。 The Only roult [sic] of the bad ones is the punishment.  
179 「你大仇已報。我在峨眉山等你。」 
“You have revenge your enemy, I am 






“Hello. There is a impertant [sic] 
marriage between Miss Hsia and your 





“My teacher ordered me that there is 
a good marriage between Miss Hsia, 
and you, come, cousin ……”  
182 「我已失身。實在。……」 “As I am already tarnished by the general……”  
183 哭祖母。哀動山林。 
The mournfulness of her wailling 
[sic] ver her dead grandma will 
saken [sic] the forest and the hill to 
move.”  




“Congraduate [sic] your happy union 
f your great fortune, farewell.”  




Poor Daddy (1929) 
 







THE GREAT WALL FILM 
COMPANY 
SHANGHAI 
2 編劇 陳趾青 Scenario by  C.C. Chen 
3 導演 楊小仲 Directed by  Dumas Young 
4 攝影 李文光 Photography by  T.K. Lee 
5 美術 萬古蟾 Art Director  James Wan 
6 置景 萬滌寰 朱容生 Settings by Irving Wan, G.S. Gee 
7 書幕 張匯元 蘇鉏雲 Art Lettering  H.Y. Chang, S.C. Soo 












10 阿根！阿根！ “Aken! Aken!” 
11 啞子長興又来捉魚了！ “Dumb Chang’s come to fish again!” 
12 回家去繼娘又要打我了！ “If I go home my stepmother will spank me again!” 
13 沒有工夫，我現在就要回家去了. “I’ve no time. I’m going home.” 
14 他究竟是怕老婆啊！ “It’s true that he fears his wife!” 
15 誰怕老婆？ “Who fears wife?” 
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16 我等一會就來，老婆敢攔我，哼…… “I’ll be right back ~ she dares not to stop me.” 
17 爸爸回来了！ “Daddy!......” 
18 媽媽又打你了？ “Did mama spank you again?” 
19 可憐他媽死淂早…… “His mama died young………” 
20 他媽死淂早與我什麼相干! “His mama died young……what has that to do with me?” 




“You hide the money……you are 
going to gamble again!” 
23 老胡一定給他老婆罵了！ “Hu must be getting trouble with his wife!” 
24 拏錢来老子要去賭錢了！ “Give me the money. I’ll go to gamble!” 
25 快拏錢来你敢管我！ “Be quick! How dare you detain me!”  
26 你倒快活啊！ “So you’re enjoying yourself here!” 
27 哼！你又躲懶啦！ “You’re getting lazy again!” 
28 該死！王八蛋又来鬧了！ “You fool! Don’t get fresh with me again! ” 
29 我當不是你. “I thought it was not you.” 
30 今天晚上你们不許吃飯. “You two can’t have your supper to-night.” 
31 晚飯時候. Supper time. 
32 我爸爸也沒有吃飯哩！ “My daddy hasn’t eaten his supper yet.” 









Wives, when they become cruel to 
their husbands, are mostly very 
gentle and sweet to their lovers. 









“Now that you’re married, you 
forget all about me.” 
39 你那老烏龜知道我們的事嗎？ “Does the old turtle, your husband, know our affairs?” 
40 就是他知道，也不敢怎麼樣. “Even if he knows, he can’t interfere.” 
41 今天他又來了. “He has come again to-day.” 




Hen-pecked husbands should not be 
jealous, but they are liable to get 
jealous. 




“That’s my cousin over there. Go to 
meet him. ” 
46 妹丈！我们一向難得淂見面呀！ “Hello, brother-in-law.” 
47 你們原來…… “You two are……” 




“There’s a wonderful chance 
coming! Your neighbor the Wangs 
are holding a big banquet to-night. ” 
50 現在我只有這个機會了. “This is the only chance now have.” 
51 我現在只有這个辦法. “And this is the only way I’m going to follow.” 
52 今晚淂手，我们就可以遠走高飛. “If I get much money to-night, we’ll flee away to enjoy our wealth.” 
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53 諒那老烏龜，不敢怎樣. “That fat turtle won’t dare to do anything.” 
54 烏龜！老烏龜我不願…… “Turtle！Old turtle！I don’t 
want ……. ” 
55 是夜鄰居王氏別墅中. That night~~in the neighbouring villa of the Wangs. 
56 原来是隔壁船夫老胡. “Old Hu, the boatman did it.” 
57 我們快點走罷！ “Let’s hurry away from here!” 




“I saw that rascal entering; to-day 
you may……” 
60 你想怎麼樣？ “What are you going to do?” 
61 把那王八蛋藏在什麼地方？ “Where you hide that rascal?” 
62 賤婦！你们好遠走高飛啦！ “Vile woman! Flee now if you want! ” 




“You old turtle, what evidence you 
got to insult me.” 
65 你打死我吧！ “Kill me, if you want, you old turtle!” 




“You robbed and wounded Mr. 
Wang. How dare you to resist the 
police? ” 
68 凶器在這裏，你還要抵賴？ “Here’s the bloody dagger; what would you say now?” 




“My daddy could not even kill an 
ant.” 
71 我爸爸是个可憐的人！ “Poor daddy…” 
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“Old Hu could never have done 
that…it looks like a framing up.” 
74 謝謝你来看我. “I thank you for your visit.” 




“They are going to give my sentence 
in the next trial. But I’m innocent!” 
77 爸爸放心！我縂想法子救你出去. “Cheer up, daddy dear! I’ll save you yet.” 
78 好孩子！你不要為你爸爸傷心！ “My little lamb…don’t you grieve for me!” 
79 爸爸你不要傷心，你不傷心嗎？ “Daddy dear, promise me not to weep again. You promise?” 
80 爸爸！你不傷心，笑一笑. “Then laugh, daddy dear. Laugh.” 




A night of stillness, a world of 





“Mama dear… you are now in 
heaven…could you bear to see 
daddy suffering in jail?” 
84 請你保佑我，捉到那強盜…… “Please help me, mama dear, to catch the real robber……” 
85 ……救我的爸爸出来！ “…… and save daddy!” 




“Now that the old turtle’s 
substituting you in jail, we can live 
in happiness.” 
88 那盒子寶貝，我藏在最秘密的地方. “That box of jewels…I’ve hidden it in a very secret place.” 





“They took it away, thinking that it 





“I’ll have that box of jewels 
exchanged for money tomorrow.” 
92 阿根失踪了. “Aken is missing.” 
93 今天早上就沒有看見他. “Haven’t seen him this whole morning.” 
94 請你们去找他回来，謝謝你们. “Pray go and search for him… I shall be grateful. ” 
95 阿根失踪了，但是他…… Aken is missing, but he…… 
96 原来是你這小鬼. “It’s you, you little rascal.” 
97 你跟我到公安局去，我把他還你. “Follow me to the police office, and I’ll return it to you.” 
98 我们再快點上山去找阿根. “Let’s go up the mountain find Aken” 




The happy reunion. 
101 你受了這樣冤枉，我心理很不安. “I am very sorry that you have been wrongly accused.” 




Hu’s wife finds it difficult to remain. 
So she leaves home. 
104 爸爸！你現在快活嗎？ “Are you happy now daddy dear?” 
105 只是你媽 “But your mama……” 
106 媽媽在天上也是很快樂的呀！ “Why, mama will be happy in heaven too.” 





A Spray of Plum Blossoms (1931) 
 





Adapted from the Shakespearian Play 
“The Two Gentlemen of Verona” 
2 監製 羅明佑 SUPERVISED by LO MING YAU 
3 編劇 黃漪磋 ADAPTED by JEFFREY Y.C. HUANC 
4 導演 卜萬蒼 DIRECTED by RICHARD POH 




CHINESE & ENGLISH TITLES by 
T.C.HUANG 




ART DIRECTOR   S.F. LAO 
SETTINGS   F.L.CHAO 
8 











        CAST 
Julia…………………Lily Yuen 
Silvia………………..Lim Cho Cho 
Proteus…………..….Wang Tse-lung 
Valentine………….…Raymond King 
Thurio…………….…Kao Chien Fei 
Lucetta…………..……Chen Yen Yen 
Fatty Chu………….…Liu Chi-Chuen 
Lee Yi…………..……Sze Ko Fei 





                                 
莎士比亞 
All the world is a stage.  
And men and women merely players.                  





Life’s adventure commences as college 





The night at the dormitory, after the 15th 




Valentine — an ambitious 
newly-graduated cadet.  




“Look at our ‘perfume general’! Wonder 





“This is time for us to serve the country; 
we should refrain from being ruined by 




Julia. Sister of Valentine, a model of the 




“Master will be back soon. Would you 




“You’re just in time, master. Mr. Proteus 




“Proteus, we are going to part soon. I 






“Your commission to Canton is fine. 
General Sze, the military governor, is 
my uncle. I’ll write you an introduction 
letter.”  
21 “你快来會一會我的老同學.” “Come and meet my old pal.”   
22 “這種人我不要去會他！” “I don’t want to meet such a loafer!”  
23 “介绍信就請你大筆一揮吧.” “Now please write me the introduction letter.”  




Show be yourself Cupid and have this 
letter handed to Miss Julia.”  





“Cupid is the God of love… a very 





“Miss Julia, a very beautiful angel has 
brought you a letter.”  




“Proteus, I’m entrusting you with my 
sister, after I have gone. Please take 




“Don’t cry lest it should spoil your 
beauty.”  
32 “我愛哭，用不着你来多管.” “I like to cry. How dare you interfere!”  




Silvia, General Sze’s daughter —- a 




Thurio, delegate of an influential party 
from another province, is a man of fame 




The governor’s waiting room, always 









“All right, the office of my captain of 
the Guard has just been vacated. I’ll 
commission you to that position.”  
39 “小姐大概是很喜歡騎馬的.” “You must be very fond of riding, Miss Silvia.”  
40 “是的，先生也喜歡嗎？” “Yes. And you, I guess, also love to ride.”  
41 “我也喜歡，不過騎淂不好.” “I do —— only not quite well.”  
42 每日清晨之功課. The daily programme —— 
43 “你們誰能也跳過這欄？” “Is there anyone among you who can also jump his horse over that fence?”  
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“Who cannot jump over such low fence? 




“The horse is at time timid; he cannot 
get over until the second jump.”  




“The weather is cold…… why are you 
not properly dressed?”  






Telegraphie order was duly received 
here yesterday and by this time you had 
this letter, I am sure you will have the 
formal candate in hand. I hope you will 
come on a plane. 




“You must not wear out your youth in 
idleness at home. I don’t want you to 
ruin your future career on account of 
me.”  
53 “我實在是捨不淂離開你啊！” “But, how can I part with you!”  
54 
“你這樣愛我……我就放心去
了 …… 而 且 我 永 遠 不 會 忘 記
你.” 
“Your love for me has given me 




“Silvia is a passionate lover for plum 
flowers, having the impression that the 
fragrance and purity of the flower 
somewhat resemble her own character.  




“What a lovely ‘plum flower pin’! May I 
have the honour keeping it as a gift from 




“I am sorry, but for some reasons, I can’t 
give it to you.”  
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59 “刁先生，大帥請您.” “Mr. Thurio, His Excellency waiting to see you, sir.”  




“I guess I have to go now. I haven’t 
reported to His Excellency yet, after 
drilling.”  
62 “暗香疏影裡，無人私語時.” 
Enchanted by the sweet fragrance and 
quiet shadows of the plum trees, the 




“Let’s compose a poem under the title of 
“YIHJANMAE” in memory of these 




Like an eagle soaring up the sky. Proteus 





“Why, this is Miss Silvia, your cousin, 




“Having parted for ten years, my cousin 
Silvia is growing up as beautiful as an 
angel.”  
67 督辦署中之洗塵宴. The welcome party at the general’s head-quarters.  
68 “爸爸，倫廷怎麼不来？”  “Papa, why doesn’t Mr. Valentine join us?”  
69 “他代表我赴席去了.” “Oh, he is attuning another dinner party as my representative.” 
70 “老李，乾一杯！” “Here’s to your health, Lee.”  




In a battle of love, the weaker party is 




“I’m counting on you to help me to win 




“With your influence and personality, 





“But after you have become the lucky 
fellow, be sure not to forget the old 
go-between!”  





“I have much pleasure to give my 
consent; but before doing so, I’d like to 
consult my daughter. I’ll however give 
Thurio a commission first as 
Superintendent of Military office.  









“Mr. Lee was here on behalf of Thurio 
to ask for your hand. I think it will make 









“If you marry him, it will be for our 
mutual benefit politically; as to love, 




“Papa intends to marry me to Thurio. 
What shall we do?”  
84 “白先生来看小姐.” “Mr. Proteus wishes to see Miss Julia.”  
85 
“ 真 討 厭 …… 就 說 我 不 在 家
吧！” 





“A thought strikes me! You will let him 
in, and urge him to persuade your father 















“Papa wants to marry me to Thurio, 





“His obstinacy makes me nervous and I 
appeal to you to persuade him to 









“Uncle, something serious is sure to 





“As you know, Valentine is my best 





“But the matter is so serious that I can 




“When he heard that you intended to 
marry Silvia to Thurio, immediately he 





“What! Have him brought him here at 





“Let no family disgrace spread; better 




“You’re right. Let him be guilty of 
treason and banished from Canton 
forever.”  
99 
“ 我 要 請 問 大 帥 我 犯 了 什 麼
罪？” 
“May I ask, your Excellency, what crime 
have I committed?”  




“I have done nothing wrong. You can’t 




“Valentine is guilty of treason and is 
hereby banished from Canton forever.”  
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“That’s a matter of the court. You’d 








Valentine Charged for Treason  
Found Guilty by Court-Martial  
Is Banished from Canton 
Canton, March 3.  Captain Valentine, 






“That fellow rides with the General’s 
daughter every morning. They say that 





From the notorious bandit retreat the 
Kwangtung boundary whispered the 
thrilling nick-name of a well-principled 





“From now on, Valentine is your leader. 





“I am setting down three rules and hope 
everyone of you will obey…”  
110 “第一…… 救苦濟貧……”  “We aid the poor, Releive [sic] the distressed…” 
111 “第二……鋤強扶弱……”  “The weak be helped, Villains be suppressed …”  




“Woman is a bad thing for us bandits; if 
we aim for success at all, we must not 





“We have good pastimes other than 
women. Let’s invite Fatty Chu to sing us 





“I used to play a lady’s part. How do 
you like the song ‘The Heavenly Maiden 
Scattering Flowers’!”  










“I have heard that you are in love with 
Proteus and are about to marry him. I’d 




“Proteus is my fiance. I shall never give 




“Your brother is the one I love; it would 





“Also to your brother’s banishment, I 
quite suspect Proteus is being 
responsible for his grievance, although I 




“To me, his behavior leaves much to be 





“Lieutenant Proteus calls again, Madam. 
Shall I let him in?”  





“Hide yourself and listen to his words… 
you will soon realize how he behaves.”  
126 
“ 表 妹 這 幾 天 愈 出 落 淂 縹 緻
了.“  
“My cousin is growing more beautiful 
than ever.”  





“It’s only a rumour. I have never had 
any fiancee. Guess some one is trying to 
break down our friendship.”  
129 “你真是有良心的人啊！” “You are a true-hearted man indeed!”  
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“I know now that you do not love 
Proteus. But how are we going to find 






“I’ll do my best. Meantime, I’d like to 
have you disguise yourself and stay here 
to help me.”  
133 在刁利敖轄下的督察隊. The military-police- squad under Thurio.  




“You dogs! I’ll have you all put in 
prison!”  









         處長刁利敖 
REWARD $1000 
       Notice is hereby given that a 
REWARD of $1000 in cash will be 
given to anyone who succeeds in 
arresting the “Plum Flower Bandit” dead 
or alive.  
 
             By Order  





“I’ve asked Proteus to ride with me 
to-day; I hope I’ll be able to get 
something out of him about your 
brother.”  
139 “白副官到了.” “Lieutenant Proteus is here, Madam.”  






“Proteus, we love each other once we 
were children. But Valentine came 
between us. He said that you and his 





“I knew that Valentine was an obstacle 
to our love; that’s why I planned for his 
banishment.”  
143 “原来你是一個賣友的小人！” “You are a betrayer!”  
144 
“ 那 是 我 受 愛 情 的 驅 遣 幹 的
哩.” 
“But…… my great love for you 
compelled me to do so.”  
145 “我今天沒吃飯，打不過你！”  “I’ll have breakfast first before I knock you down.”  
146 人面桃花，誰能遣此. Reminiscence… 





Since this anniversary is still in your 
memory, be to the “Plum Flowers 
Entrenchments” when the dark sings in 
the morn.  
149 翌晨. The next morning…  
150 “喂……不許調戲婦女！” “Hey! Pay the fair sex respect and be blessed.”  
151 “她是我的未婚妻......” “She is my fiancee.”  
152 
“ 哥 哥 ， 你 怎 麼 幹 起 這 種 勾
當？” 




哩 ！ 我 要 謝 謝 你 的 愛 人 作 成
我！” 
“Nuisance! I am a vagabond king now 




“Thurio will not be recovered shortly. I 





“Your Excellency, Miss Silvia has been 




“You lead the Military-police-squad to 
save her. I’ll come as soon as I get the 





“Proteus is sure to come to your rescue. 
I’ll have you bound again on the 
roadside and lay the ambush.”  
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158 “脂粉將軍，久違了！” “My dear ‘perfume general’! How have you been?”   





“Proteus, I owed my life to you when I 
was charged for treason. Now I’ll in turn 




“I want you to understand that I’m 




“It was me who caused all these 
troubles. I am ready to receive any 
punishment Your Excellency may desire 










“All my followers are loyal and obedient 
to a good course. They are willing to be 
in Your Excellency’s service if you will 



























DAXIA GANFENGCHI (The Great Knight-Errant Gan) 大俠甘鳳池 
     Changcheng, 1928 
     Scr: Chen Zhiqing 
     Dir: Yang Xiaozhong  
     Ph: Cheng Peilin  
     Cast: Yang Aili, Liu Hanjun, Hong Jingling, Wang Guilin  
 
ERSUN FU (Mother’s Happiness) 兒孫福 
     Dazhonghua baihe, 1926, 8 r 
     Scr: Zhu Shouju  
     Dir: Shi Dongshan  
     Ph: Zhou Shimu, Yu Xingsan 
     Cast: Zhou Wenzhu, Wang Naidong, Wang Cilong, Xie Yunqing, Yang 
Jingwo 
 
FENGYU ZHI YE (The Stormy Night) 風雨之夜 
     Dazhonghua baihe, 1925, 9 r 
     Dir: Zhu Shouju 
     Scr: Zhu Shouju 
     Ph: Zhou Shimu 
     Titles: Zhang Weitian  
     Art titles: Qin Lifan  
     Tra: Shi Yifeng  
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     Cast: Wang Yingzhi, Han Yunzhen, Wang Guoqi, Wei Wei, Wang Xieyan, 
Bao Mengjiao, Yang Jingwo, Zhou Wenzhu, Yan Bingheng 
 
HAIJIAO SHIREN (A Poet from the Sea) 海角詩人 
     Minxin, 1927, 9 r  
     Scr: Hou Yao 
     Dir:  Hou Yao 
     Ph: Liang Linguang  
     Titles: Hou Yao 
     Art titles: Fan Zhuyun, Pan Sitong, Dong Hanyi 
     Tra: Zhu Weiji 
     Cast: Hou Yao, Lin Chuchu, Li Dandan 
 
HONG XIA (The Red Heroine) 紅俠 
     Youlian, 1929, 10 r 
     Dir: Wen Yimin  
     Ph: Yao Shiquan  
     Titles: Xu Bibo 
     Tra: Chen Shaomin 
     Cast: Fan Xuepeng, Zhu Shaoquan, Wen Yimin, Shang Guanwu, Xu Guohui  
 
HUANGJIANG NÜXIA (Swordswoman from the Huangjiang River) 荒江女俠 
Episode 6 (of 13), DANAO LUJIAOGOU (Big Trouble at Deer Horn Gulch) 大鬧鹿
角溝  
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     Youlian, 1930, 10 r 
     Scr:  Gu Mingdao (adapted from his serialized novel)  
     Dir: Chen Kengran, Zheng Yisheng, Shang Guanwu  
     Ph: Yao Shiquan  
     Cast: Xu Qinfang, He Zhizhang, Zheng Yisheng, Shang Guanwu  
 
LAOGONG ZHI AIQING (Laborer’s Love) 勞工之愛情 
a.k.a. ZHIGUOYUAN  
     Mingxing, 1922, 3 r 
     Scr: Zheng Zhengqiu  
     Dir: Zhang Shichuan  
     Ph:  Zhang Weitao  
     Cast: Zheng Zhegu, Yu Ying, Zheng Zhengqiu  
 
LIANAI YU YIWU (Love and Duty) 戀愛與義務 
     Lianhua, 1931, 15 r 
     Scr: Zhu Shilin (adapted from a novel by S. Rosen Hoa) 
     Dir: Bu Wancang  
     Ph: Huang Shaofen  
     Titles: Huang Yicuo 
     Tra: Huang Yicuo 
     Cast: Ruan Lingyu, Jin Yan, Chen Yanyan, Liu Jiqun, Li Ying 
 
LIU DIE YUAN (The Willow Pattern Plate) 柳碟緣 
     British American Tobacco Co. (China) Ltd, 1925 
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     Dir: Janson William  
     Cast: Ji Fansan, Li Manli, Bu Yunting, Wei Yifei, Shen Zhenfeng  
 
NÜXIA BAIMEIGUI (The Valiant Girl White Rose) 女俠白玫瑰 
     Huaju, 1929 
     Scr: Gu Jianchen  
     Dir: Zhang Huimin  
     Ph: Tang Jianting  
     Cast: Wu Suxin, Ruan Shengduo, Sheng Xiaotian  
 
PA LAOPO (Poor Daddy) 怕老婆 
a.k.a. ERZI YINGXIONG  
     Changcheng, 1929 
     Scr: Chen Zhiqing  
     Dir: Yang Xiaozhong  
     Ph: Li Wenguang 
     Art titles: Zhang Huiyuan, Su Juyun 
     Tra: Sun Yu 
     Cast: Hong Jingling, Liu Jiqun, Xu Jingzhen  
 
PAN SI DONG (The Cave of the Silken Web) 盤絲洞 
     Shanghai yingxi, 1927, 10 r 
     Scr: Guan Ji’an  
     Dir: Dan Duyu 
     Ph:  Dan Ganting 
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     Cast: Yin Mingzhu, Wu Wenchao, Jiang Meikang, Zhou Hongquan  
 
QINGHAI CHONGWEN (Don’t Change Your Husband) 情海重吻 
     Dazhonghua baihe, 1928 
     Scr: Xie Yunqing  
     Dir: Xie Yunqing  
     Cast: Tang Tianxiu, Chen Yitang, Zhu Dandan, Wang Naidong, Wang 
Xieyan 
 
TAOHUA QIXUE JI (The Peach Girl) 桃花泣血記 
     Lianhua, 1931, 10 r 
     Scr: Bu Wancang  
     Dir: Bu Wancang  
     Ph: Huang Shaofen  
     Cast: Ruan Lingyu, Jin Yan  
 
XUEZHONG GUCHU (The Orphan of the Storm) 雪中孤雛 
     Huaju, 1929 
     Scr: Zhou Juanhong  
     Dir: Zhang Huimin  
     Ph: Tang Jianting 
     Titles: Zhou Juanhong 




YE MINGZHU (Lustrous Pearl) 夜明珠 
     Huaju, 1927, 9 r 
     Scr: Zhang Huimin  
     Dir: Chen Tian  
     Ph: Tang Jianting  
     Cast: Zhang Huimin, Wu Suxin, Liang Saizhen, Ruan Shengduo, Wu Susu, 
Zhang Yunpeng, Tang Jianting 
 
YICHUAN ZHENZHU (The Pearl Necklace) 一串珍珠 
     Changcheng, 1925, 10 r 
     Scr: Hou Yao 
     Dir: Li Zeyuan  
     Ph: Cheng Peilin  
     Titles: Li Rudi  
     Art titles: Zhang Tiren  
     Tra: Liu Luyin  
     Cast: Lei Xiadian, Liu Hanjun, Liu Jiqun, Zhai Qiqi, Huang Zhihuai, Xing 
Shaomei 
 
YI JIAN MEI (Yih Jan Mae/A Spray of Plum Blossoms) 一剪梅 
     Lianhua, 1931, 11 r 
     Scr: Huang Yicuo (adapted from The Two Gentlemen of Verona by William 
Shakespeare) 
     Dir: Bu Wancang  
     Ph: Huang Shaofen  
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     Cast: Ruan Lingyu, Jin Yan, Gao Zhanfei, Lin Chuchu, Wang Cilong, Chen 
Yanyan, Liu Jiqun, Wang Guilin 
 
YINHAN SHUANGXING (Two Stars of the Milky Way) 銀漢雙星 
     Lianhua, 1931, 12r, part sound  
     Scr: Zhu Shilin (adapted from a story by Zhang Henshui)  
     Dir: Shi Dongshan  
     Ph: Zhou Ke  
     Cast: Jin Yan, Zi Luolan, Wang Cilong, Gao Zhanfei 
 
YINMU YANSHI (An Amorous History of the Silver Screen) 銀幕豔史 
     Mingxing, 2 parts, 1931, 18 r 
     Dir: Cheng Bugao 
     Ph: Dong Keyi  
     Titles: Zheng Zhengqiu 
     Cast: Xuan Jinglin, Tan Zhiyuan, Wang Zhengxin, Xiao Ying, Gao Qianping, 
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